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If you order DreamSuite Series Twovia our offer, you'll get an extra DreamSuite module free... 


he full Dreamy Photo module that’s on your 
CD comes from the DreamSuite collection 
by Auto FX. If you'd like to explore the image 
editing capabilities of DreamSuite further, 
then the company has just the offer. If you order 
DreamSuite Series Two, you'll not only get the 12 
standard image-editing tools, but also a bonus extra 
plug-in at no extra cost 

DreamSuite Two includes 12 new image-editing 
programs including 2 1/4 Frame, 4x5 Frame, 
FilmGrain, Film Frame Art, FilmStrip, Mesh 
PhotoPress, PhotoStrips, PlasticWrap, Puzzle Pieces, 
Tile and Wrinkle. AlLof them work as standalone 


To order DreamSuite Series Two visit 
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elcome to another one of 

our ‘Simple Steps’ Guides, 

the Complete Adobe 

Photoshop Handbook. 
Produced by the team that brings you 
Computer Arts and Computer Arts 
Specials, it's the definitive guide to the 
tools, techniques and clever tricks you 
can use to produce stunning pieces of 
digital art. 

There's a wealth of information within 
these pages for all levels of expertise, 
from tutorials and tips, to projects and 
ideas. You'll discover how to do 
everything from simple image 
retouching, to sophisticated layer and 
blend effects. Plus we reveal how to get 


applications, or within Photoshop, Photoshop 
Elements, Paint Shop Pro, and Photo Paint. Imaging 
professionals, graphic designers and amateur 
dabblers can all benefit from the package. 

The effects you can apply are resolution- 
independent, meaning you'll get the same effect no 
matter the size of the image. Plus, you can add an 
unlimited number of light sources and shadows, each 
with independent controls. Photoshop's Actions, Last 
Filter and Layer Transparency features are supported 
as are Marquee Zoom and Pan. You can save settings 
for later use, customise the interface and for Mac users 
the application is optimised for G4s and OS X 
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Alternatively, phone 


We bring you the best guide on the market to the 
creative tool no digital artist should be withou 


more from Type within Photoshop. 

Our packed CD brings you all the 
individual image files that you can use 
within the tutorials, plus Dreamy Photo, a 
useful plug-in that can add fantastic 
effects to your images. Find out more 
about how you can upgrade to the full 
package, DreamSuite, below. 

With the recent release of Adobe 
Photoshop 7, we think you'll find this 
guide invaluable and we've packed in a 
wealth of material about its features. We 
take a look at what's been added to the 
new version, and explain how you can 
start using the tools. 

In the meantime, we hope you enjoy 
this Complete Guide! 


The application costs $149, and anyone who 
orders is being offered a free bonus DreamSuite 
module called Mosaic. Mosaic can be used to turn 
an ordinary photo into a Roman-like mosaic using 
the program's easy-to-understand setting. Mosaic 
would usually cost you $50 if you wanted to buy 
it standalone. 
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around the program, then customise it to suit your own style... 
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Filters can add zing to your images, with very little effort. We reveal the best ones 
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Get Started 
with Photoshop 


Photoshop enjoys a long tradition of user 
friendliness. Use this chapter to find your way 
around the program, then customise it to suit 
your own individual style... 


12 — Interface intro 

13 — Photoshop toolbar 

14 — Vector options, text palettes, droplets 
15 — Keyboard shortcuts (PC) 

16 — Liquify tool 

17 — Keyboard shortcuts (Mac) 

20 — Photoshop 6 Preferences 

21 — Saving files 

22 — Cursors, transparency, gamut 


23 — Plug-ins, memory, colours and image cache 
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Expertise provided by Sinnor Daratver, 
{el simond@nahecdemon co.uk 


The Photoshop interface 


As Photoshop evolves, new features are constantly 
added. Here’s how to get started with Photoshop 6... 


ay hotoshop has evolved over the years, 
| becoming more and more complex and 
rl sporting a greater number of features 
§ \ and tools, yet the interface has 
remained pleasantly simple to use, and version 
6 is no exception. 

If you're used to working with 5.5, the first 
things you notice are any changes to the 
interface. Though there are now many more 
features, workflow has remained consistent in 
Photoshop and each newrelease has maintained 
a gentle learning curve to help current users 
familiarise themselves with any changes. To help 
further with learning, Adobe included a much 
improved online help with Photoshop 6. This is 


simply an HTML document but it is very well 
executed and easy to use and it complements. 
the manual nicely. 

Photoshop 6 isa flexible tool. Its Layers system 
is extremely powerful yet remains simple to use 
with features such as Clipping Paths, new 
Adjustment layers and live text that enable you to 
explore endless creative possibilities and make 
changes non-destructively. Colour management 
has been made easier to understand for the 
uninitiated. The new Colour Preferences dialog 
features a clearer layout and full descriptions of 
each option, while a list of common presets 
makes setting up Photoshop for print much 
more straightforward. 


New features 


The introduction of the Options bar is 
one of the most noticeable interface 
changes yet. It sits at the top of the 
screen by default and replaces the 
Options palette in most of its 
functionality. The benefit is that it is 
always visible yet takes up minimal 
screen space. 

The currently selected tool's options 
are displayed in it but you can also 
dock any of the floating palettes to it in 
aregion at its right-hand side. Docked 
palettes only unfold when you are using 
them - click elsewhere and the palette 
rolls back up, freeing screen space. 
This is particularly useful for the 
Layers palette which often contains 
many layers and can be very large. 
When docked, you can view it at full 
length while you are using it but when 
you are working on the image, it is 
neatly folded away. 


Toolbar 


The toolbar has received some 
attention too. Though it is still familiar 
to experienced users, the layout has 
been slightly reorganised. The Crop 
tool has been moved from the 
Selection pop-up to its own spot on the 
toolbar and some tools have been 
moved to the Option bar, such as the 
different Text and Gradient types which 


Photoshop toolbar 


have become tool modes. Pop-up 
menus in the toolbar have benefited 
from having their names displayed as 
wellas their icons and shortcuts, 
making things a lot clearer for all. 

Brand new tools have also appeared. 
These are the Path Component and 
Direct Selection tools matching Adobe 
Illustrator, the new Vector Shape pop- 
up and the Notes and Audio Annotation 
tools pop-up. 


Text tools 


These are the most visible new features 
but some of the best stuff only 
becomes apparent when you start 
using Photoshop 6. One of Photoshop's 
weakest areas was the creation and 
manipulation of text, something that 
this new version has improved on 
substantially. You're no longer 
restricted to typing into aclumsy panel 
- with the new Text tool, just click on 
the canvas and type. A new Paragraph 
palette has been introduced to help 
with manipulating blocks of text while 
the Character palette lets you quickly 
edit the typeface, weight, kerning and 
colour of text among other things. 

Not content to leave it just at that, 
Adobe have introduced the Warp Text 
function. This innocuous little panel 
allows you to interactively bend, 
stretch, shear, bulge and basically 
distort your text in subtle or fantastic 


Clone Stamp [s]. 


Marquee [m], 


Elliptical marquee, 
Single Row marquee, 
Single Column marquee 


Pattern Stamp 


History Brush [y]. 
ArtHistory 


Eraser|e], 


“t] Move [v] 


Background Eraser, 


Lasso [, 
Polygon lasso, 


Magnetic lasso 


Magic Wand [w] 


Crop [e] 


Magic Eraser 


Slice [k], 
Slice Select 


Airbrush Uj] 


Pen [pl. 
Freeform Pen, 
Add anchor, 
Delete anchor, 


Convert anchor 
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PS Toolbar: though it'll be familiar to experienced users, there are a few changes. Some tools have moved over to the 
Option bar, and names are now displayed along with icons, making each tool easier to recognise. 


mae | Ye: Adobe Online button 


Zoom [z] 


[S| Foreground/background 
colours [x] 


Notes [n], 
Audio annotation 


Standard mode/quick mask 


mode [q] 


(=) Standard screen/full 
screen with menu bar /full 


screen [f] 


Jump to ImageReady 
[Command+Shift+m] 
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Paint Brush [b], 
Pencil 


Direct Selection 


Rectangle [u] 
Gradient [g). ele [u) 
Rounded rectangle, 
Paint Bucket 
‘ Ellipse, 
Blur[r] Polygon, 
Sharpen, Line, 
Smudge Custom shape 
Dodge (o], Eyedropper [i], 
Burn, Colour sampler, 
Sponge measure 
Path Component Selection [a]. ")| Hand fh] 


Vector Options ccrtien 


Vector Options: previous versions have omitted the facility to draw vector-based shapes, but'no longer. Select one of the shapes 
in the palette or draw your own with the Pen tool — it can take a bit of practise to get the hang of them though... 


fie Reset button 


Shape option pop-up 


o Create New Shape mode 


Ellipse 


pee Custom shape pop-up list 


[TSI] Create New Work Path mode 


Ke) 


Polygon 


ZA Layer styles pop-up list 


Create Filled Region mode 


N 


Line 


Blending mode pop-up 


oO Rectangle tool 


ways. The text stays vector-based so no 
matter how you distort it, it always stays 
crisp and sharp. 


Layers palette 
The Layers palette has been adjusted to 
work more like its counterpart in 
ImageReady. The buttons at the bottom 
now contain pop-ups for adding Layer 
Effects and Adjustment layers which is 
much easier to use. 

In line with Adobe /llustrator, 
Photoshop's Layers palette now 
features Folders. This will be a huge 


Text Palettes 


Custom shape 


productivity boost to illustrators and 
artists who frequently use tens of layers 
per document because it allows you to 
group related layers into folders, adjust 
their Opacity en masse and move them 
as one. The benefits for organising 
layers into convenient groups shouldn't 
be underestimated. 

There are other improvements 
too. Layer Effects are displayed as 
sub-layers below the layer they are 
applied to and they can be shown or 
hidden by clicking the triangle icon 
next to the 'f icon in the layer. Each of 


Top to bottom, left to right 


Top to bottom, left to right 


Justifacation 


Font 


Indent left margin 


Font style 


Indent right margin 


Size 


Indent first line 


Leading 


Add space before paragraph 


Character kerning 


Add space after paragraph 


Tracking 


Hyphenate toggle 


Vertical scale 


Horizontal scale 


Baseline shift 


Colour 


Custom shape pop-up list 


the effects’ visibility can be turned on 
and off independently too. 

From the Adjustment Layers pop-up, 
you'll notice four new entries, Solid 
Colour, Gradient, Pattern and Gradient 
Map. These new Layer types let you add 
live fills, gradients and patterns to your 
document, while the Gradient Map 
remaps the colours in the underlying 
layers based ona gradient you specify. 


Web tools 


Photoshop 6's Web tools have not gone 
unnoticed either as ImageReady, the 
Web graphics, animation and 
optimisation tool that is bundled with 
Photoshop jumps to version 3. You can 
now create slices from within 
Photoshop using the new Slice tool so 
you don't have to go to ImageReady for 
simple Web procedures. For more 
complex things like animation and 
rollovers, then /mageReady is there. 
As you use Photoshop, there are 
more and more little things that bring a 


Droplets 


smile to your face. All of the Image 
Adjustment tools such as Levels 
operate in real time as you drag their 
sliders - a small yet agreeable change. 
The Save and Save As dialogs have an 
integrated Save A Copy button with 
options to save Layers, Alphas, 
Annotations and Spot Colours as well 
as options for colour management. 

Allin all, the new Photoshop 
experience is much more refined and 
more enjoyable, but to get even more 
from it, follow our breakdown of the 
interface as we dissect and examine 
the juiciest pieces of the program. 


Menus 
File 


The usual commands in the File Menu 
(Open, Close, Save, Print) are joined by 
a Recent Documents menu, anda 
Manage Workflow menu. This latter 
option is a feature for improving 
workflow for groups of artists working 


The easy way to apply actions to multiple images 


Droplets are new to Photoshop 6. These 
small applications can be saved anywhere 
‘on your computer and they apply a 
Photoshop Action to any file that you drag 
and drop onto them. They are created from 
the Automate>Create Droplet menu. 
When saved to disc, they enable you to 
batch convert or apply any Action you like 


to multiple images in one fell swoop. In 


ImageReady, Droplets can be saved from 
the Optimise palette which means that you 
have a quick and easy way to batch 


optimise images by drag'n drop. 


on the same project when files are 
stored on a WebDAV server. You can 
upload and download files directly 
from within Photoshop and the Check 
In/Out feature prevents users 
overwriting other's work. 


Edit 


Here you can Undo any changes you 
make to an image or step backwards 
through the History. 

The Fade command has also been 
relocated here from the Filter menu 
which makes more sense because you 
can also Fade brush strokes and 
gradients. A big step forward has been 
made in the Colour Settings dialog. 
It's now much clearer and features 
extensive explanations of every 
option in the panel as your mouse 
rolls over it. 


Image 

This is where you access the various 
Adjustment tools such as Hue/ 
Saturation or Curves, and you can also 


Photoshop 6's New Keyboard Shortcuts [PC] 


Aquick list of some of the important new keyboard shortcuts and which ones have changed since 5.5 


change an image's colourmode (RGB to 
CMYK for example). Two new 
commands appear here in Photoshop 
6, Trim and Liquefy. 

Trim lets you remove transparent 
edges from an image's border or crop 
an area that has the same colour as the 
top or bottom corner of the image, 
essentially trimming it to the content. 
Liquefy is an image sculpting tool with 
its own interface which opens a whole 
world of possibilities. 


Layer 
This is where you can Create, Duplicate 
or Delete layers, access Layer 
Properties, add Layer effects, 
Adjustment layers and Layer masks. 

In fact this is where all your Layer 
management tools are located. There 
are some new functions here, such as 
Layer Styles which is a new dialog that 
encompasses Layer Effects and Layer 
Options. You can also choose to 
reasterize Vector Effects and type 
from this menu. 


New Keyboard Shortcuts. 
Tools Edit Layer Style Double-click layer Type 
Slice tool K Toggle Rubylith Layer Temporarily switch to Type Double-click on ‘T’ thumbnail 
Slice Select tool Shift-K Mask on/off \ (backslash) tool and select alltype 
Notes tool N  Cleareach Layer Effect Alt-double-click effecticon Select one line of text Triple-click 
Audio Annotation tool Shift-N one atatime Select story Quadruple-click 
Path Component Selection tool Shift-A Access Layer Properties Alt-double-click layer Toggle between regular and Type Mask tool [ 
Rectangle tool U_— Create Clipping Path — Control-click Layer mask thumbnail — Toggle between horizontal and vertical type ] 
Rounded Rectangle tool Shift-U from Layer Mask Show Character palette Control-T 
Ellipse tool Shift-U —_Disble Layer mask Shift-click Layer Clipping Path thumbnail Toggle uppercase/ Shift-Control-K (with text selected) 
Polygon tool Shift-U Clipping Path lowercase 
Line tool Shift-U Toggle Superscript ‘Shift-Control-+ (with text selected) 
Custon Shape tool Shift-U Extract Return to 100% Shift-Control-X (with text selected) 
Edge Touchup tool T Horizontal Scaling 
Brush Cleanup tool C_ Returnto Shift-Alt-Control-A (with text selected) 
Increase Brush Softness Shift-[ Undo fast stroke or click Control-Z Auto Leading 
Increase Brush Hardness Shift-]__ Remove Filland Highlight Alt-Delete Return Tracking toO Shift-Control-Q (with text selected) 
Decrease Brush Size [ Highlight entire image Control-Delete | Show Paragraph palette Control-M (with text selected) 
Increase Brush Size 1 
Liquity Styles 
General Liquify Shift-Control-X Add style of current Click New Style 
Close All Windows Control-Shift-W — Warp tool W siayerto the Styles palette 
Colour Settings Shift-Control-K —_ Twirlclockwise tool R__ Styles: Delete a style Alt-click style 
Print options. Alt-Control-P Twirl counterclockwise tool L 
Create a new document Control-Alt-N Pucker tool pe Shortcuts that have changed since 5.5 
with last settings Bloat tool B_ Paint Bucket tool K (old) Shift-G 
Toggle Snap on/off Control-; Shift Pixels tool S Measure tool U(old) Shift-I 
Reflect tool M_— Penciltool N(old) Shift-B 
Layers Reconstruct tool E Extract: Filltool K (old) G 
Create new layer below Control-click on New Layericon _ Freeze tool F — Convert path into Enter (old) Control-Return 
current layer Thaw tool T selection 


Perform subtle surgery or create surreal distortions using this intuitive Brush-based interface... 


a Warp tool - pushes pixels as 
you paint 


‘Twirl clockwise - rotates pixels 
smoothly as you paint or hold 
down the mouse 


Pucker ~ shrinks the area 
beneath your cursor radially 


bd] 
[] Bloat - expands the area 


beneath your cursor radially 


Shift Pixels - moves pixels 
perpendicularly to the stroke 
direction (Option/Alt to swap to 
right/left) 


Reflection - copies pixels to 
the brush area perpendicularly 
tothe direction of the 

stroke. (Option/Alt to swap to 
right/left) 


Reconstruct - reverts smoothly 
to the original image as you drag 


Freeze - like Quickmask, it 


protects portions of the image by 


painting on it 


‘Thaw - unfreezes portions of 


the image 


Select 


Avery important menu this. Selection 
is crucialin Photoshop and here you 
have some nifty selection tools such as 
Feather, Expand and Contract, Grow and 
Similar. The Selection tools’ Colour 
Range lets you select precise ranges of 
colour from an image with an easy-to- 
use interface. The Transform Selection 
function lets you scale, rotate and 
distort selections themselves without 
effecting their contents. 


Filter 


Some say the most overused section of 
Photoshop, but without filters where 
would we be? The Filters sub-menus 
are largely unchanged but it’s here you 
gain access to some of the most 
powerful Photoshop tools. Blurs, 
Sharpening tools, Noise, Embossing, 
Distortions - you name it, it’s here. 


View 
The Preview command for viewing a 
CMYK conversion has been changed to 


Tool Options: 


Brush Size - sets the radius of the brush 
in pixels 


Brush Pressure - sets the strength of 
the stroke 


Reconstruct - activates reconstruction 


Revert - reverts directly to the original 


Freeze Area options: 


Channel - ** doesn't say and is always 
greyed out 


Reconstruction: 

These options let you reconstruct the 

image using a variety of methods but can be 
used together with frozen sections creatively. 
You can use the Reconstruct button or the 
Brush tool. 


Stylus Pressure option - uses pressure 
reading from a graphics tablet 


the Proof Colours command. It’s an 
extremely useful feature forchecking 
the CMYK version of an image without 
having to fully convert it. You also have 
access to controls for Displaying and 
Snapping to Grids and Guides as well 
as toggling the display of the document 
rulers. Of course you can also magnify 
and reduce the on-screen display of 
the image from this menu too. 


Window 


This menu is where you manage the 
display of Photoshop's various palettes 
and open files. You can also reset the 
palette positions to their default from 
this menu. Many of the palettes can be 
accessed using shortcuts, like F7 for 
layers, F8 for Info and F9 for Actions. 


Help 


The Help menu has been slightly 
revamped to offer ways to access 
up-to-date information from Adobe 
online. The Top Issues command takes 
you to information that summarises the 
most frequents issues heard by Adobe 


Mode - select from various modes including 
Revert, Rigid, Stiff, Smooth, Loose and also 
Displace, Amplitwist and Affine 


Tech support. You can also access the 
Adobe Online Help (installed locally). 
This document is well laid out and is a 
quick way to access that nugget of 
information you need especially when 
acolleague has nabbed your manual. 


Palettes 


All palettes can be docked to the new 
Options bar or grouped into tabs within 
palettes. New in Photoshop 6, you can 
also dock palettes and palette groups 
above and below other palettes fora 
tidier workspace. Palettes can be 
collapsed by clicking the collapse box 
at the top-right of the title bar or by 
double-clicking their name tab. 

All palettes have a pop-up menu at 
the top right for accessing special 
functions relating to them. In the Layers 
palette for instance you can choose to 
flatten an image, merge selected layers 
or lock all layers in a Set for example. 


Layers 
The Layers palette is the heart of 
Photoshop. It's where you manage 


Invert - inverts the protected or 
unprotected areas 


Thaw all - removes all protection 


View Options: 


‘Show Frozen Area - displays the frozen area 


witha coloured overlay 


Show Image - shows/hides the image 


‘Show Mesh - shows/hides the mesh 


Mesh size - you can set the mesh to Small, 
Medium and Large 


Mesh Colour - sets the colour of the mesh 


Freeze Colour - sets the colour of the 
Freeze overlay 


multiple layered files, create Layer 
masks, Adjustment layers, set Opacity 
and Blending modes and toggle Layer 
Visibility. The basic layout of the Layers 
palette is the same in Photoshop 6 but 
there are some subtle differences. 
Along with masks, layers now support 
Clipping Paths which are more memory 
efficient for masking. Layer effects are 
better displayed and can be 
individually turned on and off. By 
clicking the Folder icon at the bottom of 
the palette, you can create a Set and 
place layers in it to better manage 
groups of layers. The hot key to hide 
and display the Layers palette is F7. 


Channels 


Like Layers, the Channels palette is a 
stack of layers representing the image. 
These aren't user layers though, but the 
‘channels’ that make up the final 
composite image. In RGB mode there 
are three channels, one each of the 
Red, Green and Blue components. 
Likewise with CMYK images which 


have four channels. You can add extra 


channels called Alpha channels which 
don't affect the composite image but 
can be very useful nonetheless, for 
storing selections and masks and for 
creating special effects. 


Paths 


Paths are like vector curves drawn in 
illustration programs and it’s here 

that you can manage multiple paths in 
your document. A Path ‘layer’ can 
contain multiple separate paths (called 
sub-paths) or you can keep each path 
on it's own layer. Unlike the Layers 
palette there's no interaction between 
Path layers they are simply there to 
manage multiple paths. In the Paths 
Option menu you can, among other 
things, convert selection into paths and 
paths into selections. 


Actions 


Actions are like automatic scripts that 
execute multiple Photoshop 
commands with a single click. In the 
Actions palette, you can create your 
own Actions, edit them and organise 


them into groups. You can also Load 
and Save them so that you can build up 
a Library of saved Actions for repetitive 
tasks. Photoshop 6 comes with a 
selection of ready-made Actions for 
various tasks, exporting a PDF, creating 
avignette or placing a wooden frame 
around an image. Each action can be 
unfolded so that you can view each 
command in the sequence and insert 
new commands if you wish. To create an 
Action, simply create a new Action in 
the palette then click the record 

button. Photoshop will watch you and 
record each command executed in the 
interface. To show/hide the Actions 
palette use the F9 shortcut key. 


History 

Fora long time, Photoshop only had one 
level of Undo. With the introduction of 
the History palette you can go back as 
many steps, called History States, as 
you have set in the Preferences. Of 
course the more states you set, the 
more scratch space you will need. The 
default is 20. 


Photoshop 6’s New Keyboard Shortcuts [Macintosh] 


A quick list of some of the important new keyboard shortcuts and which ones have changed since 5.5 


New Keyboard Shortcuts 
Tools Edit Layer Style Double-click layer Type 
Slice tool K — Toggle Rubylith Layer Temporarily switch to Type Double-click on ‘T thumbnail 
Slice Select tool Shift-K Mask on/off \(backslash) tool and select all type 
Notes tool N  Cleareach Layer Effect Option-double-click effecticon Select one line of text Triple-click 
Audio Annotation tool Shift-N one atatime Select story Quadruple-click 
Path Component Selection tool Shift-A Access Layer Properties Option-double-click layer — Toggle between regular and Type Mask tool if 
Rectangle tool U Create Clipping Path Command-click Layermask thumbnail — Toggle between horizontal and vertical type ] 
Rounded Rectangle tool Shift-U from Layer Mask Show Character palette Command-T 
Ellipse tool Shift-U _Disble Layermask Shift-click Layer Clipping Path thumbnail Toggle uppercase/ —_Shift-Command-K (with text selected) 
Polygon tool Shift-U Clipping Path lowercase 
Line tool Shift-U Toggle Superscript Shift-Command-+ (with text selected) 
Custon Shape tool Shift-U Extract Return to 100% ‘Shift-Command-x (with text selected) 
Edge Touchup tool T Horizontal Scaling 
Brush Cleanup tool C_ Returnto ‘Shift-Option-Command-A (with text selected) 
Increase Brush Softness Shift-[ _ Undo fast stroke or click Command-Z Auto Leading 
Increase Brush Hardness Shift-] _ Remove Fill and Highlight Option-Delete ReturnTrackingto0 —Shift-Command-Q (with text selected) 
Decrease Brush Size [__ Highlightentire image Command-Delete | Show Paragraph palette | Command-M (with text selected) 
Increase Brush Size ] 
Liquity Styles 
General Liquify Shift-Command-X Add style of current Click New Style 
Close All Windows Command-Shift-W — Warp tool W _slayerto the Styles palette 
Colour Settings Shift-Command-K — Twirlclockwise tool R__ Styles: Delete a style Option-click style 
Print options Option-Command-P —_ Twirl counterclockwise tool L 
Create a new document Command-Option-N  Puckertool P Shortcuts that have changed since 5.5 
with last settings Bloat tool B Paint Bucket tool K (old) Shift-G 
Toggle Snap on/off Command-; _ Shift Pixels tool S Measure tool U(old) Shift-I 
Reflect tool M_ Penciltool N(old) Shift-B 
Layers Reconstruct tool E Extract: Filltool K (old) G 
Create new layerbelow Command-clickonNewLayericon Freeze tool F Convert path into Enter (old) Command-Return 
current layer Thaw tool T selection 


To add a Type layer just click on the image with the Text tool and type — simplicity itself... 


The list displays each step in the history 
sequentially and by clicking on any 
step, you can jump straight back to that 
step skipping any in-between. At the 
top of the palette is the Snapshot area. 
There's always a snapshot oof the file 
when it was first opened so you can 
always revert to the saved version, but 
you can also create your own snapshots 
of the file state at any time. These are 
independent of the History State so 
they will be saved as longas the 
document is open. 


Colour 


The Colour palette lets you create a 
colour using sliders or by clicking in the 


ramp at the bottom. The sliders can be 
set to RGB, CMYK, HSV, LAB, 
Grayscale or Web safe mode 
irrespective of the mode of the 
document. The palette has Foreground 
and Background swatches so you can 
set these colours without having to 
click in the toolbar. If a colour you 
select is out of the CMYK gamut, a 
small warning icon appears in the left 
corner with a swatch displaying the 
nearest match in CMYK. Clicking this 
sets that colour. 


Swatch 


The Swatch palette stores commonly 
used colours so you don't have to 


ImageReady 3 toolbox 


manually specify them in the Colour 
palette. The palette can list swatches as 
icons oras icons with text displaying 
their Name. Like Actions the colour 
palettes can be loaded and saved, 
allowing you to manage groups of 
colours. To create a new colour, just 
click the New button at the bottom of 
the palette. The current foreground 
colour will be used. To change the 
colour double-click the swatch and 
then click again in the swatch in the 
dialog that appears to access the 
Photoshop colour picker. 


Info 


This displays the actual colour values 
beneath your cursor and their 
equivalent in another mode (CMYK, 
RGB, LAB, HSB and so on). It can also 
display the Opacity value and Total 
Ink value. The bottom of the palette 
displays the absolute mouse co- 
ordinates in cm, pixels, inches and so 
on, and also the dimensions of a 
selection marquee as you drag it. 


Styles 
The Styles palette is new in Photoshop 
6. This palette stores swatches of 
preset Styles. A Style is a combination 
of the settings available in the new 
Layer Styles dialog which incorporates 
Layer effects, Blending modes and 
Opacity settings as well a Layer 
Options settings. Presets can be loaded 
and saved and the list can be 
configured to display large or small 
swatches with and without text. 


Navigator 


The Navigator palette is innocuous but 
very useful. When you zoom in onan 
image, the Navigator palette displays 
the current viewable portion of the 
image as a red box. 

By dragging the box you can pan 
around the image while being able to 
see the image in its entirety. If you 
resize the Navigator window, the image 
resizes too so you can set the Navigator 
display as big as you like it. Command- 
dragging in the Navigator sets the size 
of the red box and hence the Zoom 
level. You can also zoom by using the 
slider and buttons at the bottom. 


Character 


The Character palette displays 
options for modifying text such as the 
font, font style and kerning. Its pop-up 
menu also has options for setting All 
Caps, super and subscript, and for 
emboldening and italicising fonts that 
do not have these styles. 


Paragraph 

Like the Character palette, the 
Paragraph palette is used to edit the 
new live text in Photoshop. It’s used to 
manage the appearance of blocks of 
text ina document rather than 
individual words and letters. You have 
many of the tools you'd find in a page 
layout program such as space before 
and after paragraphs, left and right 
indents and new line indents. There are 
also Justification options and Auto 
Hyphenation. 


IR Toolbar: Now fully upgraded to version 3, ImageReady offers more sophisticated tools for Web designers, 
including rollover facilities, Layer style tools and Pattern overlays. 


[ERG Adobe ontine 


Slice [k]. 


Marquee [m], 


Rounded marquee, 
Elliptical marquee, 


Single Row marquee, 


Slice Select 


Rectangle [u] 
Rounded rectangle, 


Eraser|e], 


Magic Eraser 


Ellipse, 
line 


Toggle Image maps [a] 
Toggle slices [a] 


(ah) Rollover preview [y] 


Paint Brush [b], 


Single Column marquee 


Airbrush, Pencil 


Move [v] 


Paint Bucket [g] 


fq Text [t] 


Lasso [], 
Polygon lasso 


Clone Stamp [s]. 
Blur [r], 


Magic wand [w] 


Sharpen, 
Smudge, 


Rectangle Image Map [p]. 


Dodge [o]. 


Circle Image Map, 
Polygon Image Map, 
Select Image Map 


Burn, 


Sponge 


Eyedropper [i] 


1@)] Hand [hy 


Preview in Browser [Command- 


Option-p] 


Standard screen/full 


screen with menu bar /full 


screen [f] 


[QJ Zoom ta 


Foreground/background 
colours [x] 


Default colours [d] 


&) Jump to Photoshop 
[Command+Shift+m] 


h 
al 
a 


“Connected was shot against a sheet of steel. The colour saturation was added to the 
piece afterwards to add a dreamy effect to the image.” 


“The idea behind this piece, Amanda, 

was to imagine that the womancreated 
actually existed and walked into the studio 
for a portrait.” 


“The contrast and saturation of this eye 
photograph were pushed on Photoshop using 
Adjustment layers to get the effect that is 
similar to cross-processing.” 


Coneyl studyed photography and 
graphic design at St Martin's College of 
Art, then took the brave leap of 
freelancing as soon as he graduated in 
"84. Since starting out he has built a 
client list that includes Sony, MacUser, 
Financial Times, Legal and General, 
British Airways, Time magazine, Tony 
Stone, Getty One, the BBC and BP 


GETTING STARTED Q PHOTOSHOP 6 PREFERENCES 


Nlustration: Rob Brearley [e] rob@brearley fsbusiness.co.uk (w] www.chocolatetrousers.com 


Take control of 
Photoshop 6 


Configuring Photoshop's Preferences provides the 
fundamental settings on which your productivity is based — 
these tips will help fine-tune your favourite image editor 


s with most applications, setting the determines the default options available depending on 
preferences to suit your particular the format of the media you are working towards. 
requirements can often improve the way For example print and Web results require their own 
rare aes your software operates. This is particularly Particular settings forcolours, modes and resolutions: 
fel christ®erack5 couk relevant to Photoshop — arguably one of the most by configuring Photoshop to have a bias towards a 


flexible production applications — and often particular media you'll find your workflow improves. 


Many of the general options provide non-specific tweaks 

that affect the way the application operates as well as 
enabling you to reset tools and warning dialogs to their factory 
default settings. 


Most of the options are fairly self-explanatory but 
there are quite a few which are relevant to either print 
or screen work that may need further definition to 
users in other camps. We're not aiming to walk through 
the options step-by-step here but will offer some tips 
on how to make the most of the settings so you can 
continue to work with the most optimised settings for 
your particular needs. 

As wellas the standard Preferences options, it is 
worth mentioning additional elements such as 
Photoshop's Colour Settings and Preset manager also 
contained under the File menu: these too provide 
useful extensions for the way Photoshop operates. 


General settings 
Reset to default 


To quickly reset all the Preferences to their default 
settings hold down Ctrl-Alt-Shift (Win) or Command- 
Option-Shift (Mac) at startup and click ‘yes’ to delete 
the modified Photoshop settings file. This technique 
also works for ImageReady. 


Picking colours 

Use the Adobe Colour Picker for Photoshop's own 
picker, but if you're trying to mix colours to match 
screen colours use the Windows or Apple Colour 
Picker depending on your platform. 


Interpolation 

The Interpolation option determines how Photoshop 
interprets an image's colour as a result of resampling 
or transforming. Bicubic is slowest but highest 
quality while Nearest Neighbour is faster but at the 
cost of quality. 


Back to the past 

Acouple of alternative key combinations for the 

Redo tool are available from the general settings. 
While the History State determines the maximum 
number that can be listed by the History palette at any 
given point (1-100). The more history, the better the 
chances of covering your tracks, but it will also drain 
your memory. 


Keeping your clipboard 

Checking the Export Clipboard option enables the 
current clipboard contents to remain available for 
other applications even when you have quit Photoshop. 


Keyboard Zoom Resizes window 

With this checked, the Canvas window resizes to 
match the View size when using the Ctr’Command + 
or — keyboard zoom shortcut. 


Auto-update open documents 

Check this option to automatically save your work 
each time you jump between Photoshop and 
ImageReady. Documents will however automatically 
update after jumping, whether this is checked or not. 


Show Asian Text Options 

Used for displaying CJK (Chinese, Japanese and 
Korean) type. With this selected and the Show Font 
Names in English checked, CJK fonts names will be 
available with more identifiable identities. 


Dynamic colour sliders 

With this checked, colours above the slider on the 
Colour palette dynamically update as the sliders are 
moved. This can be useful for previewing changes but 
can also slow down performance. 


Save palette locations 

To preserve the positioning of your palettes, check this 
option. You will then be able to open and close the 
application while retaining a familiar and customised 
working environment. 


Use Shift key for tool switch 


Checking this option enables hidden tools to be 
accessed by holding down the Shift key and pressing 
the corresponding shortcut, for example, Shift-B 
toggles between the Pencil and Paintbrush tools. 


Reset all warning dialogs 


If previously you've checked an option not to receive 


The PC version of the Saving Files Preferences provides slightly 
less options than its Mac equivalent. The Apple version has 
additional options that enable Mac files to be identified by 
Windows PCs. 


warning messages about certain functions, 
clicking this button resets your warning prompts to 
display again. 


Reset all tools 


Auseful function if you work on a shared computer. 
Other users may have tweaked the tool settings 
making them behave unexpectedly. Click this to 
restore their default settings and positions in 

the toolbox. 


Savingfiles 


Image previews 

Previews are useful for print work in particular 
because they provide quick access to your work 
without the need to wait excessively for an image to 
load. They add slightly to the file size, so Photoshop 
gives you the option of whether to automate these 
or not. 


Mac specific 

The Mac version enables specific options to display a 
thumbnail of the image in its File icon or full size to 
include a 72-ppi PICT preview for applications which 
require this option when importing a non-EPS file. 


Thumbnails 


Another Mac specific option is whether to display Mac 
and/or Windows thumbnails of an image when a file is 
highlighted in the Open dialog box. 


File extensions on the Mac 

When creating original work on the Mac that may be 
transferred to the Windows platform, it’s good practice 
to set this option to always add the relevant three letter 
file extension. By doing this, you'll be saving your PC 
colleagues a lot of file recognition problems. 


File compatibility 

Maximising backward compatibility with previous 
versions of Photoshop is another option to keep 
checked when working in a team environment. Saving 


Basic display and cursor options can be tweaked from here. You 
can reset any of the dialog screens to their factory defaults 
simply by pressing the Alt key (PC and Mac) changing the 
Cancel to a Reset key. 


Changes made to the Transparency and Gamut Preferences 
affect Photoshop's working environment and are applied 
instantly to the application. 


rasterized versions of vector data for previous 
versions provides more flexibility, but also produces 
larger file sizes. 


Advanced TIFF 


Check this option to enable the TIFF format for 
saving layers and annotations and to use JPEG or 
ZIP compression. However, if you open the file in 
another application, only the flattened image will 
be available. 


Display and cursors 


Colour channels in colour 

This displays individual RGB or CMYK channels in 
colour in the Image window's Channels palette. With 
this unchecked, channels display as greyscale. 


Diffusing dither 

When working on monitors set to 8-bit (256) 
colour, this option uses a dithering method to 
improve colour simulation when working with 24-bit 
(16.7m) images. 


Pixel doubling 


Anew feature in version 6, pixel doubling speeds up 
preview redraw by showing a low-resolution preview 


Along with the Grids and Guides Preferences, the Units and 
Rulers options enable complete control of the measurement 
elements of your working environment providing precision tools 
for more precise work. 


Although Photoshop doesnit offer any 
particular management facilities for 
plug-in hoarders, there are anumber 
of external applications that will do 
this for you. Plugin Commander 

([W] www:thepluginsite.com) is a good 
example of such a tool. 


first. This doesn't affect actual pixels because it's only 
used for redrawing but gives a good idea of how your 
changes will be implemented. 


Cursors 

Depending on the current Preferences settings, 
depressing the Caps Lock key turns Standard 
cursors to Precise, Precise to Brush Size, or Brush 
Size to Precise. 


Transparency and gamut 


Grids 


Depending on the resolution, composition and colours 
used within your image, it may be easier to determine 
transparent areas by modifying the grid size and 
colours to something with a little more contrast. 


Video Alpha 


If you use a 32-bit video card that supports 

chroma keying for video editing, check the Use 
Video Alpha option and you'll be able to see through 
certain parts of the video image. Hardware support is 
required because this sends information to your 
computer's video board: results will be unpredictable 
without it. 


Out of Gamut 


Similar to tweaking the transparency grids, changing 
the Gamut Warning colour and transparency provides a 


More precision control is possible through these options. 
Changing the colours for grids and guides makes these 
elements easier to distinguish depending on your 
image’s composition. 


As yourcollection of plug-ins grows, 
Photoshop takes longerto start up and 
menus and lists become cluttered, 
making it difficult to find a particular 
effect. With Plugin Commanderyou 
can determine which plug-ins will be 
loaded reducing the amount of system 


resources necessary. It also organises 
your plug-ins depending on their 
categorisation. This information is 
defined by data within the plug-in 
itself which means that effects stored 
indifferent plug-in folders can be 
displayed in the same submenu. 


| 


Changes to the Plug-ins and Scratch Disk Preferences 
require you to quit and restart Photoshop before they can 
be implemented. 


more noticeable warning depending on your image's 
composition and dominant colours. 


Units and rulers 
Shatterproof rulers 


Using rulers (via View Menu>Show Rulers) is often 
essential for the layout of your work but different 
media benefit from different measurements. Decide 
onyour preference for the Rulers and Type settings. 


Instant access 

When you have the rulers showing around your Image 
window, a quick method of prompting the Units and 
Rulers Preferences is to double-click on the ruler. 


Quick change 


You can also change the measurement units quickly 
using the dropdown options from the + symbol in the 
bottom-left of the Info palette or by right-clicking the 
ruler around your Image window. 


Layout columns 

To help the Image Size and Canvas Size commands fit 
images for the appropriate dimensions ina layout 
program, set the Width and Gutter sizes from this 
Preference setting. 


Point/Pica size 
By default, Photoshop uses the PostScript method for 


‘The Cache settings enable PC users to increase the amount of 
working RAM assigned to Photoshop: something which will 
make Mac users smile no doubt. 


calculating the points to inch ratio but if you need to 
use the pre-desktop publishing ratio, toggle this over 
to the Traditional option. 


Guides and grids 


Instant changes 

Although the settings in this dialog preview don't 
actually affect the pixels you are working on, it 
does provide your preferences for your working 
environment. Any changes made from here instantly 
affect your image. 


Dashed guides 

Changing the colour of your guide lines helps 
depending on the primary colours used in your image 
but even then they can still get in the way. Change their 
style to dashed lines to make them more subtle. 


Grid options 

The same principles apply for your image's Grid 
settings as for the above guides but you can also 
specify more accurate measurements for this static 


Colour Settings 


‘The predefined Colour Management settings are initially 
defined when installing Photoshop. As the name suggests, 
the Colour Settings control the preferences forthe 
working environment and these can easily be changed 
using a number of preset options that have been 
pre-configured for the most common combinations. 


The main settings dropdown provides umbrella 


configuration options with specific features being 
available below. 
With the Advanced Mode option checked more 


advanced possibilities are available. A useful interface 
addition is the Description box which provides a summary 
of the possibilities a feature provides, which saves a bit of 
time rummaging through the manual. 


The Preset manager 


Available under the Edit menu along 
with Photoshop's main Preferences 
is the Preset manager. This often- 
underused tool provides a range of 


alternative options for commonly- 


used tools such as brushes. swatches, 


styles, patterns and custom shapes 
and so on, as well as enabling you to 


create and load new oramended sets. 


For example, to load an alternative 
collection of brushes, select the 
Brushes option from the dropdown and 
‘then click on the small arrowhead ina 
circle. You then have access to any 
installed brush sets enabling you to 
use other styles that may suit your 
work better. You can also change the 


way the preview pane is displayed to 


help in your search for the best option. 
When you make a new selection, 
Photoshop gives you the choice to add 
your selection (Append) to the existing 
library or Replace this with your new 
choice. Once you've finished, click the 
Done button and you now have access 
to your new tool variations from 


Photoshop's main interface. 


tool which are more useful for more precise 
technical artwork. 


Plug-ins and scratch disk 
Accepting changes 


Unlike amending the guides and grids, any changes 
made in this dialog box require you to quit and restart 
Photoshop before they can be recognised because 
they affect more integral components in the way the 
application operates. 


Extending plug-ins 


Check the Additional Plug-ins Folder and choose a 


location if you need to relocate or use another location, 


otherwise they simply won't be recognised. A word of 
warning though, don't go moving the internal plug-ins 
module unless you have a specific reason for doing so, 
because you could find they don't work as they should. 


Managing plug-ins 
Although Photoshop can host a great number of 
plug-ins you may want to consider controlling them 


with a dedicated plug-ins manager to improve your 
chances of finding the most suitable effect easily. 


I'll scratch yours 

Scratch disks are still a grey area for many Photoshop 
users, particularly Web designers, because they tend 
to find less use for them. With memory-intensive 
images, Photoshop uses a scratch disk when the 
available RAM is insufficient. 


Parking space 

If you only have one hard disk, you'll only have access 
to one scratch disk but if you have multiple hard disks 
and your primary one is low on space, configure other 
drives for the second, third and fourth drives, assuming 
you have that many! 


More space than you think 

Even if you only have a single hard disk, you can still 
find extra space if you have a removable cartridge 
such as Zip or Jaz drives by setting these as alternative 
scratch disks. If you do use this, don't remove the 
cartridge or Photoshop is likely to crash. 


Quick access 

For immediate access to the Plug-ins folder dialog on 
the Mac, hold down the Command-Option key when 
launching Photoshop. 


Memory and Image Cache 
(Windows) Image Cache (Mac) 


Image cache 

The image cache speeds up screen redraw when 
working with high-resolution images. Low-res versions 
are saved in cache buffers and used to update the 
onscreen image. By increasing the cache level's value, 
more buffers are used for a quicker redraw. 


Caching histograms 

Check the Use Cache for Histograms option for faster, 
but slightly less accurate, histogram display in the 
Levels and Histogram dialog boxes. 
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Creative Tutorials 
for Photoshop 


Push the creative boundaries of Photoshop 
with these inspirational walkthroughs that 
give you guidance on producing all kinds of 
advanced visual effects... 


26 — Recreate a detailed, experimental image 
34 — Comic book illustration 

38— An unusual perspective 

46 — Turn day to night 


50 — Surrealism in Photoshop 


Tale aH | 
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Ntustration: Anthony Robinson Telephone: 02078 338 268 


Take itto 
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the Limit 


Take Photoshop to the limits and recreate the astounding 
image you see opposite with our brilliant walkthrough 


t's been said before, and we'll 

say it again — when it comes 

to Photoshop, the number 

one rule is to throw away the 
tule book. Experimentation is so often 
the key to a memorable result, and 
that's definitely true of this brilliant 
image — illustrator Anthony Robinson 
continued to experiment until he was 
happy with what he saw. 

“The brief for the image you see here 
was to demonstrate Adobe Photoshop 
in use, therefore it seemed obvious that 
| needed to demonstrate Photoshop's 
features and how to make the most of 
them,” he explained. 

Anthony says he drew a lot of 
inspiration from Photoshop and its 
multitude of features. One advantage 
that Photoshop has is that it enables 
you to express your own identity and 
individuality. The idea behind the image 


was to create a focal point that would 
be easily recognisable as Photoshop at 
work, he revealed. Hence the eye, a 
symbol of what we perceive the visual 
world around us with. It is possible to 
create different results and effects 
from the same texture, and as you'll see 
in the tutorial, you don't necessarily 
need thousands of images to produce a 
good result. Sometimes just a handful 
of images works best. To crispen the 
image, Anthony used Extensis 
Intellihance 3.0. 

Anthony says his Photoshop work 
tends to be very textural and detailed, 
and it may be the case that you prefer 
to use less textures in your own work. 
Even if your style does differ 
dramatically to this, and you don't 
follow the next six pages to the letter, 
there are still loads of brilliant 
techniques to experiment with. 
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1: In the background 


Firstly we'll create the background texture to the image. 


Zooming in... 


To quickly z00m in or out of an 
image without changing the tool 
you're using, hold down the 
space barand the Apple (or Ctr) 
key to z00m in: and the space bar. 
Apple (or Ctrl) and Alt to 200m 


out 


-.-zooming out 


Double-click on the zoom toot to 
take the image back to 100%. 


PC users note 

‘Throughout this tutorial, where a 
command is specified as ‘Apple’, 
PC users should use the Ctrl key. 


1] Open the Main Texture document. Adjust the 
Colour Balance, to do this press Apple+B, until 
the main texture has a tea-stained look to it. Next 
use the dodge and burn tool to emphasise certain 
parts of the image. 


a Go back to the main texture document and 
select File>Revert, using a quick mask and the 
airbrush to select an area. Exit the quick mask (the 
quick mask is entered and exited by pressing the Q 
key), select Image>Adjust>Levels and increase the 
brightness of the selected area. Then click OK. 


Select Filter>Blur>Motion Blur and set the 

Motion Blur to vertical and to roughly 150 
pixels before clicking okay. Erase parts of the 
image by using the eraser tool. Press Applc+D to 
deselect the image. Change the Colour Balance to 
give the image a pink tint and then change the 
blend mode to screen. 


a Using the rectangle marquee tool, select the 
areas that you want to erase. Once you are 
happy with the area that you want to remove, press 
Apple+X to remove it, and Select>All. While holding 
down Apple+dlt, drag the selected area into the 
main image. Use the magic wand tool to select the 
white areas and then remove them using the same 
method as before. 


a Hold down Apple+Alt to drag the selected area 
into the main image. Position it towards the 
top of the image and cut away any unwanted parts 
by using the lasso tool to select them and pressing 
Apple+X to remove them. Adjust the Colour 
Balance until the image is a deep blue. Use the 
rectangle marquee too! to select a small area at the 
bottom and use Colour Balance to adjust the colour 
to match the original texture. Select Layer>Layer 
Options and set the transparency to 85% and the 
blend mode to Screen. 


a Follow Step 6, but this time place it towards 
the bottom right-hand side of the image. 
Using Image>Adjust>Hue and Saturation, recolour 
the image by increasing the saturation and adjusting 
the hue. It’s then a good idea to fine tune the colour 
by using the Colour Balance 


[3] Once you have positioned the image in the 
centre of the background image you can erase 
parts of it using the eraser tool and the preset 
brushes. Depending on the preset brush that you 
are using, you might well need to slightly adjust the 
amount of fade. 


a Once again go back to the main texture 
document and Revert it. Using the rectangle 
marquee tool, select a rectangle and, using the 
method previously described, drag it into the main 
image, placing it towards the top. 


The final step for the background image is to 
© cet the blend mode for the previous layer to 
soft light and the adjust the transparency level. 
Somewhere between 95% and 100% works best. 
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Part 2: Catching the eye 


Next we'll create the eye itself and use the /nte/lihance 3.0 software to 


make the image clearer and sharper 


Holding hands 


Hold down the Space barto 
temporarily change to the hand 
tool to enable you to scroll 
around the image. 


Free to move 


When placing something from 
‘one image into another, hold 
down the Apple key and then 
you'll beable to move the placed 
image around freely. 


a After opening the eye image, zoom in until 

. you can clearly see the coloured area around 

é& the pupil. Using the pen tool, carefully go round the 
edge of the coloured area. Go to the path palette 
and click on the work path while holding down 
Apple to load the selection. 


Select the entire image and then select 

Filter>Extensis>Intellihance. Set Descreen to 
Off, Contrast to Normal, Brightness to Shadow 
Emphasis, Saturation to Medium, Cast to Remove 
Cast, Sharpness to Off and Despeckle to Off. Then 
click to apply them before pressing Apple+D to 
deselect the image. 


While holding down the Apple+Alt keys, drag 

the selected area into the main document. 
Once you have dragged the eye into the main 
document you can move it about until you are 
happy with where it's positioned. It should be more 
or less in the centre. 


[2 While the eye is still selected, press 
Apple+Alt+D to bring up the Feather options 
Feather the selection by one pixel then click OK. At 
this stage it's a good idea to hide the selection by 
pressing Apple+H. If you want, you can now zoom 
back out again. 


[5 | Press Q to use the quick mask tool then use 
the airbrush tool and a soft-edged preset brush 
to select the eye. Set the pressure to 80% in the 
airbrush options palette before painting over the 
eye and surrounding area. 


ae aN HM 


g Use the quick mask again, this time with the 
pressure set to 50%, to paint around the very 
edge of the eye. Exit the quick mask and then hide 
the selection. Itis a good idea to zoom in until you 
can clearly see the eye and background. Exit the 
quick mask. 


a Use Apple+B to bring up the Colour Balance 
options. Check that the Preserve Luminosity 
box is ticked. Next type in -17, +9 and +11 for the 
shadows; -13, +26 and +44 for the mid tones; and 
finally -9, +20 and +29 for the highlights before 
clicking OK. 


ag Change the pressure to 100% and repaint the 
actual eye. This is done to make sure that the 
selection will be solid. It should look a little bit like 
there is a red patch over the eye. Exit the quick mask 
by pressing the Q key again. 


a Go to Image>Adjust>Colour Balance and make 


small adjustments until the edge of the eye 


blends into the background. 
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Here we'll show you how to add more detail to the image 
using the Hue and Saturation and Motion Blur tools 


Paint by numbers 


By pushing the numeric keys 
while using any of the painting 
tools you can change the opacity 
of whatever you're applying, This 
also works with the cloning tool. 


Centre circle 


Ifyou hold 
down the Alt key while using the 
marquee tool you can make the 
rectangle or circle expand from 
the centre instead of from the 
corner. 


1] Before proceeding, switch off the layer that 
contains the eye. This can be done by clicking 
‘on the back icon of the eye on the far left of that 
layer. We will switch it back on later, but at the 
moment it's clearer without it. 


4] Using the eraser tool and a square preset 
brush, erase areas to change the shape of both 
objects. The left-hand side of the image should be 
slightly larger than the right-hand side. Finally 
change the blend mode to overlay and the 
transparency to 80%. 


Again using the eraser tool and whichever 
brush you want, carefully erase from the 
image. The blend mode for this layer was set to hard 
light, while the transparency is left at 100%. 


“a 


a Open the Hand document and cut a square 
area from the palm, the square should be 
about two inches in height and width. Go to 
Edit>Copy and go back to the main image and 
select Edit>Paste. Move the square until it is 
towards the bottom left area of the image. 


Go back to the hand document and select a 
large rectangle area across the palm of the 
hand. Using the method mentioned in Step 2, 
paste the area into the main image. Place it just 
down from the top of the image. Use 
Image>Adjust>Hue and Saturation and set the 
saturation to +100. 


a Use the rectangle marquee tool to select three 
rectangular areas next to each other, 
remembering to hold down the Shift key as you 
select the second and third rectangles. The 
rectangles do not need to be the same size — in fact, 
it’s better if they aren't. Create a new layer and fill 
the selection, using the paint pot tool, with a pink 
colour. Deselect the rectangles and then select 
Filter>Motion Blur. 


[3] Select Edit>Paste again, this time positioning 
the square in the bottom right-hand area. Go 
to Layer>Merge Down to merge both layers into 
one. Bring up the Hue and Saturation options by 
pressing Apple+U and adjust until the flesh colour 
has changed to a diluted yellow. 


r 6] Use the quick mask to select areas of the image 
before adjusting the saturation to +100 again. 
Deselect the image and apply Motion Blur. Set the 
Motion Blur to vertical and 180 pixels. 


Set the blend mode to colour dodge and the 
transparency to 90%. Before continuing to 
Part 4, look at the image. If there is anything you 
are unhappy with, it's better to change it now 
rather than later. 


: At the sharp end 


Now we'll add a few spikes to our cover, but not before using the 
Colour Balance tool to fine-tune the hand image 


Easy options 


You can bring up the options for 
the tool that you're using by 
holding down the Control key 
while you work, 


Tipping the scales 


When scaling a selection, hold 
down Apple+Alt+Shift while 
grabbing the corner. This will 
enable you to change the 
perspective of the image. 


Go back to the Hand document and select an 


area across the palm of the hand using the 


quick mask and preset brushes, Exit quick mask and 


then drag the area into the main image. Using the 


eraser tool and different preset brushes, erase parts 
of it until you are happy. Adjust the Colour Balance 
to make the hand look pale purple in colour and set 
the blend mode to colour burn 


g Set the foreground colour to white by clicking 
on the small black and white boxes beneath 
the colour boxes, then by clicking on the arrow 
above the colour boxes. Use the text tool to type 
the numbers. Hold down Control and click on the T 
of that layer. You'll need to select Render Layer 
before you can paint onto that layer. For the lines, 
we used the line tool with the grid switched on. To 
switch the grid on and off, go to View>Show/Hide 
Grid. Set the blend mode to soft light. 


7 Open the Ridged document and paste it into 
7 | the main image. With the eraser tool selected, 
use the preset brushes to erase parts of the texture 
before slightly adjusting the Colour Balance. It 
doesn't necessarily need to be adjusted, it's up to 
you. Set the blend mode to hard light and the 
transparency to 50% 


g Duplicate the layer by selecting 
Layer>Duplicate Layer. Erase parts of the 


image using the eraser tool and preset brushes. 

Because the layer was a duplicate of the previous 
layer the blend modes should have stayed the same, 
therefore there is no need to change it. 


GG Delicate the layer by following the method 
described in Step 2. Use Filter>Blur>Gaussian 


Blur, until the layer appears foggy. Next, change the 


blend mode to colour dodge. 


Open the main texture one last time and 

| 8 | select a large square area from it. Go to 
Image>Adjust>Levels. Next bring the brightness 
arrow nearer to the middle and click OK. Then 
paste it into the main image and adjust the Colour 
Balance to produce a washed-out blue colour. Next 
change the blend mode to soft light and the 
transparency to 70%. 
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g Open the Wireframe document and drag it 
into the main image. Erase the middle by using 
a large soft-edged preset brush. Finally, set the 
blend mode to colour burn. 
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Select View>Show Rulers and View>Show 
| 6 | Guides. Click and drag from the rulers to 
produce the guides. Use them to find the centre of 
the image. If you need to move the guides, hold 
down Apple while the cursor is over the guide. Two 
little arrows should appear to show you that you can 
now move it. Open the Spikey document and drag 
it into the main image. Position it in the centre and 
then change the blend mode to lighten. 


a At this stage it's a good idea to switch the eye 
layer back on, and to move it. If you click on 
the text of the eye layer and drag it, you'll be able to 
move it. The layer should be moved until it's the 
second layer from the top. 
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: Pointing the way 


Time to add a little hot stuff with a few flames, plus clouds 
and arrows to point us in the right direction 


Pixel perfect 


With an object selected you can 
move it one pixelata time by 
Using the arrow keys. This will 
help you to position it in exactly 
the right place. 


Hide and seek 


To hide the tool bar, press the Tab 
key. To bring it back, allyou need 
todo is press the Tab key again. 


@ Open the Flames document, and using the 
magic wand tool select the area that you want 
to use. Remember to hold down the Shift key if you 
want to add to a selection and the Alt key if you 
want to remove parts of the selection. Next paste 
the selected area into the main image and adjust 
the blend mode to screen. 


r 4] Open the Symbols document and then drag it 
into the image, positioning it towards the top 
of the work area. Hold down Apple+Alt while you 
drag the image to the top right-hand corner. This 
will duplicate it. Select Edit>Transform>Numeric, 
rotate the image by 90 degrees and click OK. Merge 
Down the layer and change the blend mode to 
colour dodge. 


Open the Streaks document and the Levels 
dialog box. Adjust the levels to make selecting 
the streaks easier. Using the magic wand tool, select 
the streaks of light and numerically rotate them to 
135 degrees. Merge Down the top layer before 
adjusting the colours and then setting the blend 
mode to screen. 


2 Open the Scanned Keyboard document and 
select the pen tool. Select the first number key. 
Paste it into the main image and select 

Edit>Free Transform. After you have rotated and 
scaled the number key, press Return. Repeat this for 
the next two number keys. When you have finished 
select Layer>Merge Down. Repeat until all of the 
keys are on the same layer, and then set the blend 
mode to luminosity and the transparency to 65% 
Press Apple+! to invert the colour of the keys. 


a Take a screen grab of Photoshop with the tool 
bar and all of the palettes open by holding 
down Shift while pressing Apple+3. Open the 
screen grab in Photoshop, it will be Picture 1 in your 
hard drive, and cut out the tool bar and layer 
palette. Paste them into the main image, positioning 
them over the eye. Draw a rectangle over the 
pasted image, the rectangle should be bigger than 
the pasted image. Select Filter>Distort>Spherize and 
set it to 90%. Then scale them to fit the eye before 
setting the blend mode to overlay. 


First open the Selections document and then 
drag it into the main image. Use Bevel and 
Emboss layer effects to give the impression that the 
image is raised about the main image. To do this, 
select Layer>tffects>Bevel and Emboss, change the 
blend mode to overlay and then erase the area 
covering the eye. 


[3 | Open the Scanned Paint document and drag it 
into the main image. Then load the selection 
by holding down Apple and clicking on the text of 
the layer. Click on the layer created in Step 8 of 
Part 4, and with the selection still loaded, press 
Apple+xX to remove the selected area. Go back 

to the layer with the scanned paint image and 
reload the selection. Go to the channel palette and 
create a new channel. Using the paintbrush, paint 
the tips of the selection black. Load the new 
selection and go back to the layer palette before 
subtly adjusting Hue and Saturation. Change the 
blend mode to overlay. 


Open the Cloud document and adjust the 
Colour Balance until the cloud is a greeny blue 
colour. Next use the quick mask and a soft-edged 
preset brush with the airbrush tool to select the part 
of the cloud that you want to use. Paste it into the 
main image and then change the blend mode to 
colour burn and the transparency to 88%. 


Open the Blue Arrows document and drag it 
into the main image. Duplicate the layer. Go 
back to the original layer and select Filter>Gaussian 
Blur. (It should be the first option in the Filter menu 
because it was the last filter to be used.) Both layers 
should have their blend mode set to screen. 


: The finishing touches 


Our fantastic image is nearly complete but there are still one or 
two areas to fine-tune in Photoshop before our work is done 


Linking layers 

You can link layers together by 
selecting one and then clicking in 
the box between the eye and 
thumbnail of the layer you want 
to link. You can then move both 
images around at the same time. 


Cut your thumbnails 


You can change the size of the 

layer thumbnails by going to the 
arrow on the right-hand side of 
the layer palette and selecting 

Layer Options, 


Download 
Intellihance 

Grab a trial version of Extensis 
Intellihance at 
wwwextensis.com 


@ Open the Rulers document and drag it into the 

main image. Set the blend mode to hard light. 
Duplicate the layer and reposition it in the top right- 
hand corner before changing the blend mode of the 
duplicated layer to overlay, 


[4] Open the Rulers 2 document and drag it into 
the image. Then erase the ends of the rulers 
using the Erase tool and a soft-edged preset brush. 
All we want to do is fade the ends away. Set the 
blend mode to multiple. 


Open the Silver Ball document and drag the 

silver ball into the main image. Holding down 
Apple+Alt, drag the ball to duplicate it. Repeat this 
until you have nine balls and then scale each one 
individually. Keep selecting Merge Down until all of 
the balls are on the same layer. 
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ag Duplicate the Selections layer created earlier 
and move it to the top of the layers palette. 
Rotate it 90 degrees counterclockwise then 
numerically scale it by 80%. In the numeric dialog 
box it's important to remember to check that the 
constrain proportions box is switched on. Next 
change the blend mode to overlay. 


GG 22,204 drag inthe Fine Lines document and 


carefully erase the area that covers the blue of 
the eye. You will get a better result if you use the 


eraser tool and a soft-edged preset brush. When you 


are happy with it, adjust the transparency to 60%: 


8 | Go back to the screen grab that you took 
earlier and select the palette tabs. It's easier if 
you do each set of tabs separately. The best way is 
to use the rectangle marquee tool to select the 
palette tabs and use the magic wand while holding 
down Shift to remove the grey areas between each 
tab. Paste the selected area into the main image and 
scale them up using Apple+T before selecting 
Filter>Sharpen>Unsharp Mask to sharpen the 
image. Next rotate and position the palette tabs. 
Repeat this for each set of tabs, and merge each 
layer down until they are all on the same layer. The 
blend mode should be set to soft light. 
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[3] Open the Crosses document, drag itin and 
create a new layer above it. Load the selection 
from the Crosses and on the new layer paint dabs of 
white using the airbrush. Set the blend mode to 
colour dodge and the transparency to 70% before 
deleting the original layer. Repeat this with the Big 
Crosses document, but this time set the transparency 
to 25%. This will create a more subtle effect. 


Open the Fire document and using the magic 
G wand tool, select the area you want to use. 
Switching to the quick mask you can soften the 
edge of the selection. Paste it into the main image 
and position it so that the top is just covering the 
eye. Using the eraser tool, erase the area covering 
the eye and then change the blend mode to lighten. 


a Load the selection of the silver balls, and while 
holding down Alt, use the rectangle marquee 
to remove half of the selection from each ball 
Create a new layer at the top of the layer palette 
and using the paintbrush, paint grey over the 
selected areas. Finally change the blend mode to 
colour dodge. And that's it, you're all done! 
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Words, drawings, and colour are by 
Derek Lea. fo] derek@dereklea. com 
IW] www.derekiea.com, 


Colouring comic art 


Learn how the professionals use colour to bring graphic 
novel and comic book illustrations to life in Photoshop... 


here are three essential 

people in every comic book 

art department: the Penciller, 

the Inker and the Colourist 
The Penciller draws the original art 
which defines the overall look of the 
comic. The Inker refines the pencil art 
and will often add basic light and 
shadow. But the real unsung hero of the 
whole process is the Colourist. 

The Colourist has the biggest job. This 
includes defining the overall colour 
palette, creating multiple coloured light 
sources and incorporating them into the 
frames and environments, adding 
detailed highlights and shadows 


absolutely everywhere, and making sure 
that each spread balances outina 
pleasing and dramatic way. It is difficult, 
especially when you factor in long hours 
and tight deadlines. 

The tool of choice for today’s 
professional Colourist is Photoshop. The 
flexibility is almost infinite and can save 
a lot of production time. Layers are 
indispensable; the ability to keep things 
separate within an image gives the 
Colourist the luxury of changing his/her 
mind along the way. It also enables 
subtle effects to be built up by 
combining layers, or to gently fade out 
and blend together certain areas using 


layer masks. Things like quickmasks, 
paths, and gradient tools, can all be used 
together to achieve astonishing results. 
These results may not have been 
possible, or just too time-consuming, 
before the advent of Photoshop. 

Each Colourist will have their own 
specific method of working which can 
often add to the unique style of each 
comic’s artwork and look. This tutorial 
will give you a basic overview of how the 
process works and, when you begin to 
notice the amount of work involved, you 
will have a new found respect for the 
Colourist, and never look at comic books 
inthe same way again. 


: Preparing the black ink drawing 


After scanning the black ink drawing, we'll need to clean it up a little 
before we can start introducing colour to the illustration... 


Overlapping 
colours 


‘Asa general rule, you want the 
most flexibility possible at all 
times. So always remember this: 
ifone colour overlaps another, 
then it should be on a different 
layer, Sometimes after you are 
finished you may want to alterthe 
Hue/Saturation or ink content of 
a specific colour or area of the 
image. You can save yourself a 
lot of trouble by keeping things 
as separateas possible. This way, 
an adjustment to one part of the 
image doesn't require a new 
selection ormask to protect the 
rest of the image. 


BD which is in the Tutorial\Comics folder on the 
cover CD. The first thing to dois increase the 
contrast to eliminate the mid-tones that are a result 
of the scanner. You want to brighten the whites, 
darken the blacks, and eliminate any greys in 
between. Use either Levels, Curves, or Brightness/ 
Contrast, whichever one you are more familiar with 


(Command/Ctrl+C). Create a new CMYK file, 
(Photoshop will make the dimensions the same as 
the contents of the clipboard). Create a new alpha 
channel in the CMYK file, and paste the image into 
the channel. Command-click the channel icon to 
generate a selection from that channel. 


Even though the Inker has done a wonderful 

job, the scanner will reveal the less obvious 
imperfections. Zoom in on some of the solid black 
areas, you will notice little spots here and there that 
aren't covered. Take a small hard-edged brush and 
paint over the white specks in the solid black areas 
using a fill colour of black 


Fy You will probably need to invert the selection 

(Command/Ctri+Shift+!) unless you have 
changed the channel options from their default 
settings previously. Create a new layer in the Layers 
palette. Select a foreground colour of black and fill 
the active selection with the foreground colour 
(Option/Alt+Delete). 
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Now, use the same hard brush with a fill of 

white. Paint over white areas that have little 
black specks that shouldn't be there. Feel free to 
smooth out or sharpen some of the black linework, 
Also, go ahead and paint over any black linework 
that you think makes the image seem overworked. 


7 Vea 
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Deselect (Command/Ctrl+D). Apply the Lock 
All function to this layer in the Layers palette. 
We will be using this layer to generate selections 
from and we don't want to accidentally apply any 
colours to this layer, the colours will go on various 
underlying layers. The Lock All function ensures that 
this layer will not be moved or modified in any way. 


: Adding colour 


On underlying layers we'll add some basic colour schemes to define the overall colour palette... 


Using Actions 


Tasks like expanding selections 
will come up again and again 
when doing this sort of work. 
Rememberto use the Actions 
palette. Go ahead and record an 
action that expands your 
selections by one pixel and 
assign the action a function key. 
Believe us when we tell you that 
something as simple as this can 
really speed up your production, 
You could shave hours off of the 
time it takes you to apply colour 
toanentire book 


D On the background layer, draw a rectangular 

selection the shape of the image. Fill it with a 
foreground colour of teal (Option/Alt+Delete). Use 
alinear gradient with the foreground set to 
transparent to introduce a green gradient from the 
bottom up. Create a new layer and fill a rectangular 
selection the shape of the inset with blue. 


Use the Magic Wand tool on the black layer to 


click on the large open area inside the face. 
Make sure Anti-aliased and Contiguous are enabled 
in the Tool Options bar. Hold down the Shift key 
and click on the open areas for the cheeks and the 
neck to add them to the selection. Choose Select> 
Modify>Expand and enter a value of 1 


This expands the selection enough to close the 
gap between the black and the colour. Create 
anew layer under the black layer and fill the 
selection with purple. Deselect and use a small hard 
brush to paint in some colour in the areas that 
weren't included in your selection, like the eyelids. 
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: Adding colour continued... 


Go ahead and use the eraser with a hard- 
edged brush to remove areas where the 
selection has strayed, like into the hairline and the 
right eye. Find other areas throughout the image 
where areas are enclosed within black pixels. Use 
this quick method to begin adding colour 
throughout the image on different layers 


The second quickest method is to simply paint 

using a hard-edged brush. Basically, you don’t 
have to be too careful, because the top layer has a 
black outline surrounding most of the areas you will 
want to fill. So go ahead and choose some colours 
from the picker, use different sized brushes where 
needed, and begin painting 


Make sure that the colouring of the suction 

cups on the tentacles are done as a separate 
layer from the tentacles. We will soon be adding 
light and shadow, and we'll want to do them 
separately without masking them. Also, when you 
add the “ka-choom”, do it as its own layer too. 
When we create the explosion, “ka-choom" will be 
on top. All other colours will be underneath. 


: Paths and gradients 


Now we'll add in some highlights and shadows using closed paths 
to generate selections, and gradients for smooth transitions... 


Staying organised 


Inan image like this, with many 
layers, itis easy to get confused 
Here and there, you will want to 
go back and tweak colours on 
different layers. A good way to 
keep track of things is to name 
your layers, so that you can 
reference them quickly inthe 
Layers palette. Also, each 
element in this image is made up 
of several layers. Try colour- 
coding the various layers that 
make up one element. For 
instance, make all of the layer 
icons for the layers that make up 
the octopus yellow, such as the 
solid colour layer, the tentacles 
layer, the highlights and shadows, 
etc. You can specify the name 
and the icon colour of a layer 
under layer properties, in the 
Layers palette sub-menu, 


Go ahead and blend colours together using 

gradients. Here, inside a rectangular selection, 
we used a linear gradient with the option of 
foreground to transparent on anew layer, with a 
muddy green fill colour. It is a good way to show the 
muddy shore blending into the water. 


If you notice that some of the edges of your 
highlights or colour layers are too sharp, go 
ahead and add a layer mask. You can soften any of 
the shapes by using the Radial Gradient tool on the 
layer mask with a fill of black to transparent, you 
can also use a large soft brush with a low opacity 
setting to achieve the same effect. Use whichever 
you find more intuitive. 
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Use the Pen tool to draw some closed paths 
where highlights should appear. 
Command/Ctri-click the path icon in the Paths 
palette to generate a selection from it. Create anew 
layer, and inside the current selection, use the Radial 
Gradient tool with the foreground to transparent 
option to introduce a series of gradients for 
highlights, using light foreground colours 


Use the Pen tool to draw some closed paths 

where shadows should appear. Make a 
selection from your closed path. On a new layer, 
inside the current selection, use the Radial Gradient 
tool with the foreground to transparent option to 
introduce a series of gradients for shadows, using 
darker foreground colours 


Now try adding in some smaller gradients 

without using selections, with a lower opacity 
setting, to even the highlights out a bit. Use the 
same Pen tool/gradient technique to make smaller 
brighter highlights on top of existing ones, to mimic 
specular highlights. Use these techniques on various 
layers to add highlights to all of the elements in the 
image, except the explosion 


Now, add in some smaller shadow gradients 

without using selections, with a lower opacity 
setting to help even out the shadows. Use this same 
technique to make smaller, darker shadows within 
the existing ones to give them some depth. Go 
ahead and add shadows to all of the elements in the 
image, except the explosion 


: The explosion 


Help the leprechaun blow up this beast, starting with Quickmask and 
finishing by painting over the content on the black ink layer... 


Colour palettes 


Often, when colouring an entire 
book, you willwantto use certain 
colours againand again for 
consistency. Defining a key group 
of colours will help create an 
identity for your comic book. So 
why not create a custom swatch 
palette to keep handy those 
colours which you will want to 
access again and again. 


First, delete the swatches in the 
swatch palette by holding down 
the Command/Ctrl key and 
clicking on them one by one. 
‘Then, sample a desired colour 
from the image using the eye 
droppertool, and click on the 
swatches palette. The colour will 
be added to the swatches. When 
you have created a group of 
colours that you will use again 
and again, save the swatches by 
choosing Save Swatches in the 
‘Swatches palette sub-menu. 


Enter Quickmask mode by typing Q on the 

keyboard. Use a hard-edged brush with an 
opacity setting of 100 and a fill of black to begin 
painting a mask. Use larger or smaller brushes 
where needed. Fill in the area of the explosion and 
the crackling energy, as well as the area around the 
leprechaun's hands and the beam of light. 


Create anew layer. Select a large, soft-edged 

paintbrush and paint a light yellow colour in 
the centre of the explosion and in the area where 
the leprechaun’s hands are. Paint in varying 
opacities, with the settings getting lower the further 
out from the centre you get. Add a little yellow in 
along the beam of light under “ka-choom” 


Create a new layer underneath the black layer. 

Create a small Radial gradient with a fill of 
light yellow to transparent directly over the top of 
the leprechaun’s hands. It helps to convey the idea 
that the power behind the explosion is emanating 
from his hands. 


Exit Quickmask mode by typing Q. Create a 

new layer just above the background and fill 
the selection with white. Reduce the opacity of the 
layer to 40 per cent, and change its mode to overlay. 
Add a layer mask and gently mask out any 
unwanted hard edges using Radial gradients and 
soft-edged brushes. 
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Create a new layer. Now, use the same method 

we have employed previously to draw some 
closed paths, and use gradients inside the selections 
to add sections of colour to all parts of the 
explosion. Use mainly orange and yellow to convey 
the feeling of heat. You can also create a series of 
these layers if you like. 


To make the explosion even more dramatic, 

add in some gradients along the top of the 
image. Create a new layer and draw a series of 
paths for generating selections. Use the Gradient 
tool inside the selections to create subtle blends of 
colour. Add a layer mask and mask out unwanted 
areas using brushes and gradients on the mask. 
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3 Command-click the layer icon to make a 
selection from it. Choose Select>Modify> 

Contract and contract the selection by 10 pixels. 
Create a new layer with a mode of overlay, and 
use the Radial gradient set to foreground to 
transparent, to introduce a series of small gradients 
in different areas of the selection. Use colours 
sampled from the background. 


Select the black ink layer. Deactivate the Lock 

All function, and enable the Lock Transparency 
function, Choose a large soft brush, and use the eye 
dropper to select colours from within the explosion. 
Paint over the black ink that lies within the centre of 
the explosion, as well as the area around the 
leprechaun's hands. 


D Employ this method to create some streaks of 

light emanating from the centre of the 
explosion. After that, your job is finished if you want 
it to be. Go ahead and continue in this manner, or 
feel free to adjust the colours on individual layers. 
Also, go ahead and add in some descriptive copy 
and voice bubbles if you feel inclined. 
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=) The other side 


Ever wondered what the view is like from the other 
side of the canvas? Possibly something like this... 


ince Photoshop's earliest 
days, it has been an 
invaluable tool in bringing 
ideas and concepts to life. 
The concept behind the image you see 
opposite and this tutorial is based on the 
process of creation — you're behind the 
canvas watching the artist create. 

But the concept is often easy 
compared to the process of actualisation, 
which is where the real skill and talent 
comes into play. Exactly how do you make 
your idea into an image, and how do you 
bring it all to life? 

When this image started as a sketch, it 
involved the use of simple yet striking 
colour combinations. The plan was to 
build it from the bottom up, and make 
extensive use of layers and texture. But it 
was also going to require some original 
photography, and scans of real world 


tactile elements fora more down-to- 
earth feel. 

In this tutorial, we incorporate features 
that go back to much older versions like 
channels and paths. We'll certainly make 
use of layer technology. It isn't as old as 
channels and paths, but certainly was 
(and still is) an important development. 
Layers always play an essential role in 
creating an image like this one, but, let us 
not forget the incorporation of features 
unique to version 6 like Layer Sets and 
compound shapes. > 


Thefiles youneed to complete this tutorial 
are on your cover CD in the 

folder (tor personal training purposes only and 
not to be reproduced elsewhere), Words, 
artworkand photography supplied by 

Derek Lea fe] derek@dereHlea com 
[wlwww.dereklea com. More examples of 
Derek's work are featured in New Masters of 
Photoshop published by Friends of Ed 

(Ww) www friendsoted.com) 
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: Creating the figure 


We start our image by combining various photos and 
Adjustment Layers to form the basis for the artist figure 


Simple things 

Often we get so caught up in the 
fantastic, otherworldly things 
that Photoshop can do, that we 
forget the basics. A simple yet 
powerful function is 
demonstrated here: simply using 
parts of two similar photos to 
create an image. Something as 
‘simple as the ability to combine 
elements from different shots in 
the same shot can save hours of 
time. You donithave to spend 
time chasing a single perfect 
shot, if you know what you can do 


in Photoshop afterwards 


Moving layers 


Open the two files: photot.psd and 
photo2.psd on the CD. We like the brush and 
hand in photo2.psd and the pose of the figure in 


Position the new layer so that it fits nicely on 


bovine srours.o! Foe avers top of the the underlying layer. Then, increase 


from file to file is easy. First, link 


them in the Layers palette. Then, 
with no selection active, use the 
Move tool to click anywhere on 
the canvas and drag into the new 
file — all the linked layers will 
follow in theirproper order. the 
advantage of dragging from the 
canvas instead of the Layers 
palette is that the linked layers 
follow: if you drag a linked layer 
from the Layers palette, you are 
only moving the one particular 
layer, and the others wont follow 
even though others are linked. 


Gradients and 
layer masks 


A ayer mask works ina similar 
manner to an Alpha channel. t 
follows the same method of using 
a greyscale channel to hide and 
reveal sections of a particular 
layer. As you work through this 
tutorial you will notice that you 
are often toldto use the Gradient 
tool ona layer mask to reveal 
sections of the layer underneath 
or gently mask out sections of an 


image on a layer. 


photo1.psd, so we're going to combine the two of 
them. Drag and drop the image from photo1 into 
photo2 as a new layer. Reduce the Opacity of the 
layer so you can see the image underneath 


DB Link the layers in the Layers palette. Create a 
new CMYK file approximately 32x28 cm. 
Now, use the Move tool to drag the image from the 
canvas into the new file and the linked layers will 
follow in proper position. Now rotate and scale the 
layers into position using Free Transform 


On the Adjustment Layer’s mask, use a large 

soft brush to mask out the hue/saturation 
effect on parts of the hand and the paintbrush 
Now, under this layer, make another duplicate of 
the soft light layer to increase the saturation and 
contrast further. 


its Opacity to 100 per cent again and add a layer 
mask. Use a large soft brush on the layer mask to 
paint out the areas which cover the hand and the 
brush underneath 


Open the file rough.psd on the cover CD and 
drag in the image as a new layer. Reduce the 
Opacity, and use this layer to aid in the positioning 


of your images within the file. It is always a good 
idea to keep in mind where things have to go to 


leave room for logos and type, so switch this layer 


on from time to time just to check. 


Create a new layer on top of the Adjustment 

Layer. Use the Smudge and Blur tools, with 
the Use All Layers function enabled, to smooth 
out any rough or grainy areas. Film grain is often 
accentuated by drastic shifts in hue and saturation 
as well as dramatic colour adjustments. 


Now using Free Transform (Command-T), 

rotate and scale down the contents of the top 
layer so that the underlying hand is larger and 
appears much closer to the camera than the rest of 
the figure. Don't worry too much about seeing 
things on the underlying layer that you don't want 
in the image, we'll deal with that soon enough. 


Merge the two layers that make up the figure 

Duplicate the merged layer and change its 
Blending Mode to Soft light to increase the contrast 
and saturation of the image. Then create a 
Hue/Saturation Adjustment Layer and adjust the 
sliders until the figure's skin starts to turn a 
yellow/green colour. 


Create a Layer Set and add all the figure 

and Adjustment Layers to it. Draw a path 
around the figure using the Pen tool. Create a 
selection from the path, and add a layer mask to the 
Layer Set revealing the active selection. Use a soft 
brush or the Blur tool on the layer mask to soften 
some of the edges. 


: Atmosphere 


Here we add a little mood to the image. Combining scans, channels, and 
layers, we'll create a dream-like environment for our artist figure 


Layer masks 


Basically, what is happening is 
that wherever you apply 100 per 
cent black toa layer mask, you 
hide the contents of that layer 
entirely, and wherever you apply 
100 percent white, you show the 
contents of the layer completely. 
Using a gradient on the layer 
mask gives youa nice subtle 
transition between the visible 
and invisible sections of a layer. 
Often, radial gradients are your 
best bet forthis sort of thing, 


Gradient 
Transparency 


Inall instances in this tutorial, 
when using a gradient on a layer 
mask, we usea gradient with a fill, 
of foreground to transparent’, 
with the forground colour set to 
black. f your Gradient toot 
presets do not contain a black to 
transparent gradient, worry not, 
you can create one. With the 
Gradient tool selected, click the 
icon forthe current gradient in 
the tool options bar. This will 
open the Gradient editor: here 
you can create a new gradient or 
edit a currentone, specify colour, 
transparency, and so on 


Create a foreground colour of olive green 
Select the background layer in the Layers 
palette, and fill the entire layer with the foreground 

colour (Alt/Option-Delete). Then, create a new 
layer between the background and the Layer Set 
and fill this layer with black. Add a layer mask and 
use the Gradient tool to reveal sections of the 
layer underneath (see margin note). 


Use Free Transform to scale and rotate the layer 

so that it covers the entire canvas. Reduce the 
Opacity of the layer slightly so that the effect isn't 
quite so sharp. Now, add a layer mask, and use a 
large soft brush with a low Opacity setting to gently 
mask out some sections of this layer, specifically in 
the area affecting the hand and paintbrush 


By Above the Layer Set, create anew 

Hue/Saturation Adjustment Layer. Adjust the 
sliders until the image takes on a bluish, grey hue. In 
the Paths palette, Ctrl/Command-click the path 
that we used to create a mask around the figure. 
Inside this selection, in the Adjustment Layer’s mask, 
use the Gradient tool to mask out the areas on the 
brush and hand. 


Open the file paper.psd on the cover CD. In 
your working file, create a new Alpha channel 
in the Channels palette. Drag the image from 
paper.psd into your new Alpha channel. Use Free 
Transform to resize the image so that it fills the 
channel completely. Ctrl/Command-click the Alpha 
Channel icon to generate a selection from it 


Creative CANVAS Q PROJECTS 


Open the file book.psd on the cover CD and 

use levels (Ctrl/Command-}) to adjust the 
colour and increase the contrast. Drag the image 
into your working file as a new layer, and place it on 
top of the other layers. Change the layer’s Blending 
Mode to Overlay. 


Create a new layer. Use the Eyedropper to 

select a bluish-grey colour from the 
background, and fill the active selection with it. 
Reduce the layers Opacity to 80 per cent and add a 
layer mask, Use a soft brush and the Gradient tool, 
with low Opacity settings, to gently mask out the 
effect here and there. 


: The brush stroke 


The time has come to create the almighty brush stroke. Here we incorporate 
an assortment of shapes, tactile elements and virtual elements 


Channel Options 


You will notice, as you work 
through this tutorial, that you are 
often instructed to generate a 
selection from a channel. Bear in 
mind that it may be necessary to 
invert (Command—Shift—) your 
selections depending on how 
your Channel Options are set: If 
you find that you are having to 
invert your selections, you may 
wish to adjust your settings in the 
Channel Options. You can 
access the Channel Options by 
double-clicking on an Alpha 
channel's icon, or selecting 
Channel Options from the 
Channel palette submenu, 


Open the file ink1.psd on the cover CD. In 
your working file, create a new Alpha channel 
In the ink file, select all (Ctrl/Command-A) and drag 
the selection, using the Move tool, into the new 
Alpha channel in your working file. Make the CMYK 
channels visible in the Channels palette, and rotate, 
size and position the contents of the new Alpha 
channel using Free Transform. 


Switch off the visibility for the CMYK channels 
in the Channels palette so that only your Alpha 
channel is visible. Use a a hard—edged brush to paint 
out any unwanted areas and to clean up specks of 
dust. Increase the contrast using Brightness/ 
Contrast so that the ink limit, within this channel, 
for the black is 100 per cent and the white is 

O per cent. 


Ctrl/Command-click the Channel icon to 

make a selection from the brush stroke. With 
the selection active, use Free Transform to reduce 
the size of the brush stroke. This will make a smaller 
duplicate brush stroke overlay the existing one 
within the channel, making it appear thicker. 
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: The brush stroke continued... 


Save your settings 


Inthis case, you can certainly 
see the advantages to saving 
your selective colour settings. 
You arenit limited to selective 
coloureither, settings can be 


saved while using Levels, Curves, 


Hue/Saturation, and so on. You 
can also save and/orload 
settings for Adjustment Layers 
that perform the same functions. 


Ctrl/Command-click the Channel icon to 
make a selection from it. In the Layers palette, 


your selection active, create a new layer from this 
selection by pressing Ctrl/Command-J. Move the 
layer up to the top of the hierarchy, increase its 


Opacity to 100 per cent and change its Blending 
Mode to Normal. 


Fy Create a new Alpha channel, then open the file 

ink 2.psd on the cover CD. We are going to 
add to the main brush stroke, using these little ones 
Use the Lasso tool to draw a selection around one of 
the brush strokes. Hold down the Ctrl/Command 
key and drag the selected brush stroke into your 
new Alpha channel. 


In the folder, 3D elements, you will find a 
series of finished 3D rendered images, each 
of which has an Alpha channel. Use the Alpha 
channel to select the shape, and drag it into the 
working file as a new layer. Resize and position the 
shape using Free Transform. Use selective colour to 
adjust the colour of the shape so that it looks as if it 
belongs in this image. 


choose the layer with the scan of the old book. With 


To snap up the brush stroke's colour, duplicate 


the layer and change its Mode to Overlay, 
then reduce the Opacity to 78 per cent. Ctrl/ 
Command-click the layer to generate a selection 
from it and create a selective colour Adjustment 


Layer with a mask generated from the selection. In 
the Options, enhance the colour by mainly pulling 
cyan and black out of the reds, neutrals, and blacks. 


Use Free Transform to position the stroke 

within the channel so that it overlays the 
bristles of the paintbrush. Generate a selection 
from the channel, and on a new layer, use the 
Gradient tool within the selection to create a subtle 
streak of yellow. Change the layer’s Blending Mode 
to Hard Light, and reduce the Opacity slightly. 


Before you click on OK, click-save to save 
your settings. Since we have a number of 
images with similar colouring, we can simply 
load these settings each time we adjust one to 
make identical adjustments. Name the settings and 
select a destination on your hard drive. If you want 
to use our settings, they are in the same folder as 
the 3D shapes 


Create a Layer Set and add this layer and the 

two brush stroke layers to it. Add a mask to 
the Layer Set. Use a series of soft brushes with 
varying opacities on the Layer Set mask to gently 
reveal sections of the brush underneath. 


Create another channel, drag in another small 

brush stroke and generate a selection from it. 
Then, again, gently blend in some yellow using the 
Gradient tool on a new layer. Use the Eyedropper 
tool to pick up yellow from within the image. 
Reduce the Opacity a little. You can carry on adding 
to the stroke in this manner for as long as you like, 


Now, bring in some more shapes, use selective 
colour, and load the settings. You can also 
tweak the settings after you load them. Go ahead 
and add some layer masks to these layers and use 
the Gradient tool and some soft brushes to fade out 
sections of the shapes. 
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Real brush strokes 


You will notice that in creating 
this image we have used scanned 
images of brush strokes and ink 
splats. Eventhough Photoshop 
enables you to create custom 
brushes there is simply no 
substitute forthe real thing. 
Often, the best way to geta dry 
brush stroke is to actually paint 
one using indian ink and an old. 
brush. It's good to have a hair 


SR 


dryer handy if you're impatient 
—ithelps you dry them 


Have some fun experimenting with different 
completely before tossing them 


blending modes. You can achieve some nice Create a new Alpha channel and open the file mT Use Free Transform to position and resize 
‘on your scanner: Cleaning dried results with Luminosity. You can also make some splats.psd on the cover CD. Select the new the ink splat. Position it so that it overlaps the 
indian ink of of your scanner of the shapes stand out more by duplicating their Alpha channel in the Channels palette, and make the _ edge of the large brush stroke. Use the Splats.psd 
without scratching the glass isn't layers and setting the duplicate’s Blending Mode to CMYK channels visible. Draw a selection around one _file, and this same method to bring some more ink 
as easy as you might think Overlay or Soft light. You may want to reduce the of the ink splats using the Lasso tool. Hold down the __ splatters into this channel. When you think you 
Opacity of the duplicates, because the effect is too Ctri/Command key and drag it into the new Alpha have enough, Ctrl/Command-click the Channel's 
sharp at100 per cent. channel of your working file icon to generate a selection from it. 


a 


With this selection active, select the layer that Ctrl/Command-click this layer's icon to 


contains the scan of the old book cover in the The effect is rather subtle, so go ahead and generate a selection from it. With the 
Layers palette, by selecting the Layer's icon. Create make a few duplicate layers to make the selection active, create a new selective colour 
anew layer from this selection (Ctrl/Command-)), splatters appear more vibrant. Make one final Adjustment Layer, and tweak the settings until the 
change the layer’s Blending Mode to Normal and its duplicate and change its Blending Mode to Overlay _ink splat colours blend into the larger brush stroke 
Opacity to 100 per cent. and reduce its Opacity slightly. almost seamlessly. 


: 2D shapes 


Now it's time to make use of Photoshop's new Shape tools to incorporate 
some two dimensional shapes, and add a slight vector feeling to the image 


We use the word ‘appearance’ because 
neither of the shapes has been altered: the only 


— Now, use the Direct Selection tool to select thing that has been altered is the way that they affect 
Specify a foreground colour of blue and select the two new shapes. And click the Exclude each other. You can still move them around and 
the Ellipse Shape tool from the Tool palette Overlapping Shape Areas button in the tool options manipulate them as independent shapes, and this 
Hold down the Shift key to constrain the aspect bar. This performs the exact function that its name overlap exclusion will follow. Hold down the 
ratio and draw a large circle. Then draw another says and the result is the appearance of a hole Alt/Option key and drag a copy of the smaller shape 


slightly smaller circle inside the large one. punched in the larger shape. to see what we mean. > 
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: 2D shapes continued. 


Compound shapes 


‘The beauty of compound shapes 
is intheir versatility which makes 
itpossibte to'punch a hole’ in 
‘one shape with another, and still 
move the ‘hole’. This is quite a bit 
more flexible than traditional 
pathfinder options where an 
entire new shape is created from 
the two —a shape with an actual 
hole in it. However, should you 
decide you want the traditional 
pathfinder method, all you need 
todo is select the preferred 
shapes and click Combine inthe 
‘Shape Tool options, 


More on Gradient 
Fills 


You could also use a gradient 
with a fill from black to white, but 
this can be limiting. For instance, 
ifyou create a radial gradient 
with a foreground colour of black 
and a background colour of 
white. The entire background of 
the layer mask is white, so if you 
add another gradiont to it, it will 
overwrite the first, because it 
always fils the entire 
background with white, Using 
gradients with a background 
colour of transparent enables 
you to combine gradients without 
completely replacing the 
background each time. It's almost 
like piling gradients on top of 
each other within the mask, and 
can create some interesting and 
subtle masking effects. 
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Use Free Transform to reduce the size of the 


shape and position it within the others 
Alt/Option-drag another copy of this shape and use 
Free Transform to reduce it so that it is smaller than 
the previous one. Position it inside the other circle 
and enable the Exclude Overlapping Shape Areas 
function to work its magic 


Now, move the layer way down in the Layers 
palette until it is sitting just below the Layer Set 
that contains the human figure. Use the Move tool 
to reposition the shape layer so that the centre of 
the bullseye is sittimg behind the figure's hand. Feel 
free to add, remove, or transform any of the shapes 
on this layer. 


With a Fill colour of light blue, draw three 
circular shapes over the top of the figure's eye 
Align them horizontally and vertically using the 
Align buttons in the tool options bar. Use the Direct 
Selection tool to select the two outer circles, then 
click the Extrude Overlapping Shape Areas button in 
the tool options bar. 


Continue on in this manner until you have 
created a large bullseye on the shape layer. 
Use the Direct Selection tool to select and reposition 
some of the circles so that there is some irregularity 
in the bullseye 


On a new layer, with a golden fill colour, draw 

another pair of circles, Select both of them and 
align them horizontally and vertically by using the 
Align Options. Use the Exclude Overlapping Shapes 
option again. Next, click Combine to turn the two 
shapes into one. 


Change the shape layer's Blending Mode to 

Overlay and reduce the Opacity of the layer to 
72 per cent. Add a Stroke effect in the Layer Style 
options in the Layers palette. In the Stroke options, 
set the Blending Mode to Overlay and specify a 
light blue colour slightly lighter than the Fill colour 
of the shape layer. 


Change the shape layer’s Blending Mode to 
Overlay, and add a stroke effect from the 
Layer Style Options in the Layers palette. In the 
Stroke Options, change the Blending Mode to 
Overlay and select a stroke colour of soft yellow 
from the colour picker. 


Alt/Option-drag the shape to make a series of 

duplicates. Use Free Transform to resize and 
reposition them. Add a Stroke effect to the layer, 
change its Blending Mode to Soft light and the 
colour to red. Go ahead and draw some different 
shapes on this layer as well 


With an orange Fill colour, use the Pentagon 

tool to draw a series of shapes. Set the 
Blending Mode of the layer to Soft light. Add an 
outer glow effect from the Layer Style options in the 
Layers palette, change the Blending Mode to Screen 
and adjust the sliders to make a nice soft glow. 


rt 5: Finishing touches 


Using sections of images as custom brushes, we'll continue to add to the 
digital paint effect of the brush stroke using channels and combining layers 


Brush strokes... 


To get a nice smooth stroke, 

click on your current Brush icon 
inthe library. A dialog box opens 
up with a field to name your 
brush and an area to control 
‘spacing, Enable spacing, and set 
itto 1. By default, new brushes 
have spacing enabled but its set 
10 25. If you don't adjust it, you'll 
‘notice your brush seems to 

jump orstagger when you 

painta stroke. 


and layer masks... 


When adding a layer mask toa 
layer which has a stroke effect 
applied to it, itis a good idea to 
‘unlink the mask from the layer in 
the Layers palette. If you leave 
them linked, you will get some 
‘odd results. By disconnecting the 
Link, these odd effects disappear. 


s 
BD and this time convert it to greyscale. Use Levels, 


Curves, or Brightness/Contrast to really boost the 
contrast. Draw a rectangular selection around an 
interesting section of the image and choose 
Edit>Define Brush, Go ahead and name the brush in 
the dialog box that appears and click OK. 


Change the Layer Blending Mode to 

Overlay and add a layer mask. Use some of 
your new brushes on the layer mask as well, to 
mask out some areas of the layer. Go ahead and 
play with different modes and brushes on a series 
of new brush stroke layers. 


Add a Stroke effect from the Layer Style 

Options in the Layers palette. Change the 
Mode of the stroke to Overlay and the Stroke 
Colour to Light Blue. Reduce the Layer Opacity to 
68 per cent, and add a layer mask. Use soft brushes 
and gradients to mask out unwanted areas on the 
layer mask. Use Free Transform to resize and 
reposition the contents of the layer. 


Keep looking at different sections of the 

image and define different bits and pieces as 
brushes. Make some large sections into brushes as 
well as a selection of small pieces. When you have 
finished, select the Brush tool and have a look at all 
of your new brushes — they will be added into your 
current brush library. 


Open the file clock.psd. Convert the image to 
greyscale and increase the contrast. Use the 


Pen tool to draw a path around the inner portion of 


the clock. Ctrl/Command-click the Path icon in the 
Paths palette to make a selection from it. Create a 


new Alpha channel in your working file and drag the 


selected area of the clock into your new channel. 


Open the file brushy.psd on the cover CD. 

Create a new Alpha channel in your working 
file. Drag and drop the image from brushy.psd into 
your new Alpha channel. Increase the contrast and 
move the brush stroke to the right so that it runs off 
the canvas. Ctrl/Command-click the Channel icon 
in the Channels palette to make a selection from it. 
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In your working file, create a new layer 
underneath your top-most shape layers and 
begin painting using some of your new brushes. Use 
the Eyedropper tool to select colours from within 
the image. Enable wet edges in the Tool options to 
achieve nice overlapping transluscent strokes. 


Ctrl/Command-click the Channel icon to 

make a selection from it. Create a new layer 
underneath all of your brush stroke and ink splat 
layers, and fill the active selection with a blue colour 
sampled from the background. Change the 
Blending Mode of the layer to Colour Burn. 


Make a new layer on top of all of the others in 

MJ the Layers palette. Fill the active selection with 
white to create a nice ragged edge at the right. No 
need to worry about ragged edges for the left, right, 
and top since these edges bleed off the page. And 
there you have it - feel free to add shape layers, 
create more custom brushes and so on. Have some 
fun, after all, that’s what it’s all about. 
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IMlustration: 


Day to Night 


Photoshop has all the tools you need to create 
an atmospheric night shot from a source 
image taken during daylight 


nthe movie business there several reasons. Io get a decent 

isa historical tradition of exposure, you would need to use a faster 

shooting ‘day for night.’ This film resulting in higher grain. The source 

enables directors to avoid image for this tutorial was shot from a 
night time constraints like getting access moving boat, so a night shot would have 
to locations and actors charging higher increased the chances of blur because of 
rates. Night shots also involve expensive the lower shutter speed. Shooting in 
lighting set—ups for the still or moving daylight is easier all round and gives you 
image. Shooting this tutorial’s image at more choice stylistically thanks to the 
night would have been problematic for wonders of digital post production. 


: Cool colours 


Moonlight is cooler than sunlight, so let's start by cooling 
the image's colours down to more nocturnal levels 


Artificial, day and 
moonlight 


Cameras see cotourina different 
way to humans. Artificial light 
has a warmer colour temperature 
(6600 degrees Kelvin) and looks 
orange. Daylight has a cooler 
colour temperature (3200 
degrees Kelvin) and looks blue. 


Tool names 


Hfyou are unsure of the names of 
any of the tools, hold the mouse 
overthe icon and wait. Aftera 
second, a label appears with the 
‘name of the tool, In this tutorial 
the keyboard letter that invokes 
each tool is shown in brackets 
after the tool is mentioned. 


Open the Sourcelmage.jpg file on the 
cover CD. Your monitor displays more colours 
than your printer can print. To avoid unpleasant 
surprises, go to the menu bar and choose 
Image>Mode> CMYK Color. In the Layers palette, 
double-click on the background layer thumbnail 
Label this layer ‘colour’. 


Duplicate the colour layer by dragging it onto 


the New Layer icon at the bottom of the Layers 


palette. Label the new layer 'black and blue’. Open 
Image Adjust and reduce the saturation on the 
warmer reds, yellow and magenta colours by 100 


per cent. Click on Colorise. Change the Master Hue 


using the values shown. 
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Go to Image>Adjust Curves. From the Channel 
pulldown menu, select Black. In the lower part 
of the curve, drag the small box so that the input is 
10 percent and the output is 25 per cent. In the top 
part of the curve make the input 61 per cent and the 
output 90 per cent. 


: Layer masks 


We need to create a variety of layer masks to enable us to insert more 
appropriate elements into the sky and water sections of our image 


Layer masks 


Layer masks are a better way of 
hiding aspects of a layer because 
you can always remove or 
disable them to restore the layer 
to its initial state. 


Marvellous masks 


Layer masks work like Alpha 
channels. Black areas in the 
layer mask cause the 
corresponding area of the layer 
to become transparent. White 
areas are solid and levels of grey 
vary in transparency. Masks are a 
powerful creative tool 


Select the black and blue layer. Give the Magic 

Wand tool (W) a tolerance of 33 so that it 
selects most of the white sky. Shift-click if neccesary 
to add other areas of the sky to the selection. Now 
inverse the selection so that everything but the sky 
is selected. 


4) Create a night sky layer. To represent the glare 
of the moon, use the Radial Gradient tool (G) 
blending from white to blue. When choosing blues 
from the colour picker, click on the custom Pantone 
colours. The colours you choose here will print 

faithfully because they have definable CMYK levels. 


On the colour layer, dick on the Add A Mask 

icon. A layer mask appears automatically, 
filling the selected area (the buildings) with white 
and the unselected areas (the sky) with black. The 
black sections of the layer mask make the sky 
section of the layer transparent. 


B Copy the colour layer’s mask. Paste it into the 
night sky layers mask by holding down Alt as 
you click on it. Then go to Edit>Paste. Click 
Ctrl/Command and | to invert the mask. Make the 
Opacity of this layer 50 per cent. Create another 
layer with a linear gradient blending on Colour Burn 
at 73 per cent Opacity. 


Change the colour layer’s Blending Mode to 

Hard Light and reduce its Opacity to 40 per 
cent. It adds a subtle wash of colour to the black 
and blue layer underneath. Finer details that the 
Magic Wand failed to select earlier will show 
through from the skyline of the black and blue layer. 


Create a layer to tint the water. Using the Pen 

tool (P), click round the water area then go to 
the Paths palette and choose Make Selection. Click 
on the New Layer Mask icon. Add a light to dark 
blue gradient to the layer. Blend the layer on 
Overlay at 81 per cent. > 
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: Layer masks continued... 


Use the Magic Wand tool (W) to select a white 
wave highlight from the black and blue layer. 
Choose Select>Similar to get the rest of the 


Choose Filter>Blur>Gaussian Blur to soften the 
tower reflection layer's mask. Set the layer's 
Blending Mode to Multiply with an Opacity of 38 


The tower of Big Ben is the focal point of the 
image. To heighten its importance, let's boost 
its reflection. Use the Polygonal Lasso tool (L) and 


copy the tower from the black and blue layer. Paste 
it into a new layer. Use Edit>Transform>Flip Vertical 
to turn it upside down 


highlights. Go to the reflection layer and click on the 
Add A Mask icon. Now parts of the reflected tower 


per cent. Asa final touch, choose Filter>Distort> 
Wave to apply a subtle rippling effect to the tower 


will vanish into the ripples. reflection layer. 


: Creating the clouds 


The source image was shot with a nondescript sky, so let's create some 
moon-kissed clouds to add to the atmosphere of the wartime scene 


Using sets 


Notice that the cloud layers in 
step 6 ifthis section are colour 
coded, Atthe bottom of the 
Layers palette is the Set icon, 
This enables you to organise your 
layers into different sets (or 
folders). Using sets is a great way 
to organise your layers. This 
project has a Moon set and a 
Cloud set which can be 
minimised to make access to the 


other layers easier. Always label 
and colour code fora more 


On a new layer, apply the Clouds filter 

(Filter>Render>Clouds). Use Image>Adjust 
>Auto Contrast to make the whites whiter and the 
blacks blacker. Use the Edit>Transform>Perspective 
setting to make the clouds look as though they 
recede into the distance. 


streamlined workflow. 


Copy the skyline mask from the night sky 

layer. Create a new mask for the clouds layer. 
Alt-click on the cloud layer’s mask and paste in the 
skyline mask. The clouds now appear to be going 
behind the buildings. Then go to Layer>Remove 
Layer Mask>Apply. 


Select and copy the clouds. Give the cloud 

layer a new layer mask. Alt-click on the layer 
mask and copy the clouds into it. Make sure that the 
clouds in the layer mask line up with the clouds on 
the layer. The darker areas on the cloud layer have 
become transparent. 


Increase the transparency of the cloud layer by B Duplicate the cloud layer by dragging it onto 


darkening the black parts of the mask. Select 
the cloud layer’s mask. Go to Image>Adjust> 
Curves. Drag the curve until the input value is 5 and 
output value is 15. Now only the whiter parts of the 
original cloud layer show up: 


the New Layer icon at the bottom of the Layer 
palette. With the new layer selected, go to Image 
Adjust>Hue/Saturation. Click on the Colorise box 
and type in the values shown. The clouds now have 
nice blue tinge to their edges. 


Duplicate the colourised layer. Place it between 

the cloud layer and the colourised layer. Set its 
Layer Blending Mode to Color Burn and reduce its 
Opacity to 41 per cent. Remove and apply the 
clouds’ layer masks. In new masks, apply a linear 
gradient to fade the clouds as they reach the horizon. 


: Making the moon 


Day To NicHt 2 PROJECTS 


The moon is a key element in the image which is set during a World War 2 black out scenario 


Moon halos 


Halos around the moon are 
caused when the light refracts off 
ice crystals in the upper 
atmosphere. This affords the 
‘opportunity to add a bit of colour 
to the image, 


| 1] Open the file on the CD called Moon.psd. 

Copy the layer and paste it into your 
Photoshop project. Label it ‘moon render’. Create a 
new set called Moon set and place the moon render 
layer inside the Set folder. Position the moon in the 
lighter part of the sky. 


Create a new layer called halo. Use the 


Elliptical Marquee tool (M) to select an area 
around the moon. Select the Gradient tool (G) then 
from the Tool's options click on the Gradient Picker. 
Choose a spectrum from the pop-up arrow at the 


right of the window. Draw a radial gradient. 


Give the halo layer a mask. In the mask create 

a radial gradient from white to black causing 
the halo to fade at the edges. Set the layer’s 
Blending Mode to Hue. To lighten the moon, 
duplicate the moon render layer. Set it to Colour 
Dodge and give it an Opacity of 43 per cent. 


: Compositing the barrage balloons 


The balloons were rendered in a 3D app and need to be integrated with the other elements in the image 


Historical details 


Barrage balloons were designed 
to stop Luftwaffe planes 
attacking key targets. By adding 
this single element to the image's 
mis—en—scene we're placing 

the illustration in a specific 
historical period. 


Open the HeroBalloon.psd on the cover CD 
Use the balloon’s Alpha channel to isolate it 
from the black background. Click on the Channels 
palette and select the channel Alpha 1. Copy, and go 
to Layers, Create a layer mask for the balloon layer. 
Alt-click on the mask and paste in the Alpha channel 


B} 3D models tend to look too sharp round the 

edges when composited into a photographic 
image. Select the balloon’s layer mask and apply 
a Gaussian blur to it. Remove the mask and copy 
the balloon layer into the Day to Night scene. 
Now the softer edges of the balloon will blend in 
with its environment. 


Duplicate the balloon layer. Use a Colour 

Dodge of 80 per cent Opacity to make it fit in 
with the general colour scheme of the image. 
Repeat this process with the other balloons on the 
cover CD (Balloon2.psd and Balloon3.psd). You can 
afford to make the other balloons more transparent 
to emphasise their distance from the camera. 


: Icing on the cake 


Now to bake all the ingredients of our recipe into a finished digital dish 


To anchor the balloons to the ground, create a 

new layer. Choose the Line tool (U) from the 
toolbar and draw two straight cables three pixels 
wide from balloon to ground. On separate layers do 
the same for the other balloons. Make the distant 
balloons’ cables two pixels wide. 


To give the cables a more natural, snaky look, 
select Filter>Distort>Wave. To keep things 


subtle, make the wave type a Sine Wave and give it 
one generator with a wavelength minimum of 62 
and a maximum of 144. Make the wave's amplitude 
a minimum of 1 and a maximum of 13. 


The digitally created 3D components and 

colourised elements stand out as being 
different from the scanned 35mm source image 
The source image has a film grain that the digital 
elements lack. Choose Filter>Noise>Add Noise. A 
Gaussian grain of 9 should do the trick 
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How do we create a dre 


ocreate this tutorial image 
we'll use some nuts and bolts 
features like paths, channels, 
and levels. We'll also use 
some features like layers and layer 
masks which, although not exactly brand 
new, are milestones in the world of 
image manipulation. And finally, we'll 
incorporate some new features like 
adjustment layers and layer sets. 

You will notice, as you work through 
the tutorial, that this image is 
constructed to work in a non-linear 
manner. By using layer masking 
techniques we avoid erasing, which 
opens up the possibility of revealing 
more of the elements later on. Using 


ak la, 


m-like image with a 
sense of photo-realism? By creating a layered 
file in Photoshop 6, of course 


adjustment layers instead of affecting 
imagery directly, means that we avoid 
deterioration. Perhaps most importantly, 
we will have a very flexible layered file 
when completed so you can continue 
mutating the adjustment layers for as 
long as you like, learning a few new 
tricks, and revealing some unexpected 
beauty along the way. > 
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Part 1: The background 
Create this multi-layered background by combining layers, layer set 
masks, and by converting images to greyscale to use as channels 


Channel options 


Inthis tutorial, we are generating 
selections from channels often 
Depending on how your 
Preferences are set, it may be 
necessary to invert your 
selections. To predict how a 
channel will load as a selection, 
double-click its icon. You 

can choose between selected 
or masked arees as well as 
specify the Opacity and Colour 
of the mask. 


Mac and PC 


We've used Mac keyboard 
shortcuts throughout this tutorial, 
but PC users should swap Option 
for Altand Command for Ctr. 


Open the file paint.psd on the CD and use 

the Pen tool to draw a path around the 
painted area. When you have closed the path, 
Command-click its icon in the Path palette to make 
a selection. Use Command-J to create a new layer 
from the selection. 
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Command-click the Channel icon to make a 

selection from it. Select the paint layer in the 
Layers palette. Open the file sky.psd on the CD, 
select all and copy. In the working file, use 
Edit>Paste Into to create a new layer with a mask 
made from the current selection. Position the clouds 
within the selection using the Move tool. 


Select all on the paint layer and copy. 

Command-click the layer to make a selection 
from it. With this selection active, create a new 
channel and paste. This places a greyscale version of 
the image in the channel within the selection. Boost 
the contrast using Brightness/Contrast. 


Create a new CMYK file and drag this layer into 

it using the Move tool. Open the file rough.psd 
on the CD and drag the layer into your new file. Use 
it as a template by reducing its Opacity, switch it off 
when not in use, Use free-transform (Command-T) 
to resize the paint layer. 


Open the file water.psd on the CD and 

Copy All. In the working file create a selection 
from the Ink channel and Paste Into as a new 
layer with a mask. Resize and position the water 
inside the mask using free-transform. Soften the 
horizon using a Linear gradient (black to 
transparent) on the layer mask. 


D Create a new layer set by clicking the 

Layer Set icon in the Layers palette. Add 

the sky and water layers to the set, and add a 

mask to the set. Make a selection from the channel 
we just created and use the Gradient tool within the 
selection to mask out certain areas and expose the 
paint underneath. 


Open the file ink.psd on the CD, select all and 

copy. In your working file, click on the New 
Channel icon in the Channel palette and paste. 
Switch on the CMYK channels so you can see and 
position the ink over the paint. Paint over any 
unwanted areas with white 


Make a selection from the Ink channel and 

create a new layer with a ‘color dodge’ 
Blending mode. Add a white three pixel stroke 
within the selection using Edit>Stroke. 


| 3) Open the file bricks.psd on the CD and drag 

the brick layer into the working file under the 
paint layer. Command-click the Brick Layer icon to 
make a selection from the layer. Make a new layer 
on top of it with a Blending mode of ‘multiply’ and 
fill the selection with black. 


| 10) Add a layer mask and reveal the bricks 
underneath using the Gradient tool, and 
reduce the Layer Opacity. Create a new layer set 
and add these two layers to it. Select All on the 
bricks layer and Copy. Command-click the Bricks 
Layer icon to make a selection from it. 
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D Create a new channel and paste the bricks. 
Adjust the contrast using Brightness/Contrast. 

Add a mask to the layer set and use this channel to 

create a selection. Use the Gradient tool inside the 

selection, and in the inverse of the selection to mask 

out some of the bricks and mortar. 


Create a new layer above this layer set with a 

mode of ‘multiply’. Command-click the Paint 
Layer icon and fill the selection with black, Deselect 
and add a Gaussian blur. Use the Move tool to 
offset the layer slightly to the left. Add a layer mask 
and blend out unwanted areas with gradients. 


Part 2: The surreal bowler hat 


Using basic layer masking techniques, we prove that it is quite possible to grow an apple out of a hat 


BD Open the files hat.psd and apple.psd on the 
CD. Use the Cloning tool to cover up the hot 
spot on the apple with some of the lighter green 
areas around it. Using a soft brush of 45 pixels with 
varying opacity does a nice job. Holding down the 
Option key will enable you to select an origin point. 


Drag the hat and apple images into the 

working file. Position the apple over the hat 
and add a layer mask to the apple layer. Use the 
Gradient tool on the layer mask to gently fade out 
parts of the apple 


Link the apple and hat layers in the Layer 
palette. Using free-transform (Command-T) 


resize and position. Remember to hold down the 
Shift key while performing transformations to. 
constrain proportions 


Part 3: Inside the figure 


Making use of various adjustment layers and multiple image layers with different Blending modes, we now 


add some imagery into the figure shape 


Open the file statue.psd on the CD and drag 

the image in under the paint layer. Change the 
mode to hard light and use free-transform to resize 
and position. Add a layer mask and softly paint out 
the hard edge at the bottom. Double-click the Layer 
icon to access the Blending options 


Make the dark areas disappear by moving the 

left-most points of the top slider towards the 
right. Hold down the Option key to access the right 
side of the triangle slider and drag it a bit further to 
the right. This makes a smooth transition. 


Command-click the Path icon to make a selection. 
Use Command-J to make a new layer from the 
selection. Drag this layer into the working file. > 


Open the file shirt.psd on the CD, use the Pen 
tool to draw a path around the suit and tie. 


Adjustment masks 


By default, a new adjustment 
layers created with a mask. This 
mask acts exactly the same asa 
regular layer mask and can be 
manipulated and altered in the 
same manner. Ifyou have an 
active selectionwhile you create 
anew adjustment layer, all areas 
outside the active selection will 
be masked 


Adjustment modes 


Adjustment layers have similar 
Blending mode options to 
regular image layers. You can 
achieve some unpredictable and 
interesting results by trying 
different Blending modes with 
your adjust mentlayers. 
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Duplicate the layer by dragging its icon on to 

the Make New Layer icon in the Layers 
palette. Use the Gradient tool on the duplicate 
layer’s mask to fade out most of the layer except 
around the collar and necktie 


BD Change the Blending mode to soft light, resize 
and position using free-transform. Add a layer 
mask and blend out the edges on the bottom and 
sides using the Gradient tool. 


Open the file camera.psd on the CD. Draw a 

path around the camera. Generate a selection 
from the path, and a layer from the selection. Drag 
the layer into the working file, resize and position it 
using free-transform. Change the Blending mode to 
‘overlay’ and the Opacity to 59 per cent. 


After seeing how well this works, snap up the 

bricks as well. Duplicate the bricks layer, 
change its Blending mode to ‘overlay’ and its 
Opacity to 80 per cent. 


After this, we notice the statue face looks 

a little flat in comparison. No problem. 
Duplicate the face layer, and change the duplicate's 
Blending mode to ‘overlay’ and reduce its Opacity. 
Now the elements are starting to look as if they 
belong together. 
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3) Duplicate the layer. Change its Blending mode 
to Luminosity and add a layer mask. Use the 
Gradient tool on the layer mask to blend some of 
the hard edges. 


ee el Pell 


Open the contact sheet.psd on the CD and 

drag the layer into the working file. Resize and 
position the layer using free-transform. Change its 
Blending mode to ‘color dodge’ and the Opacity to 
20 per cent. Duplicate this, increase the Opacity, 
and change the Blending mode to Luminosity. 


Command-click the layer’s icon to make a 

selection from it. Then, in the Layers palette, 
create a new hue/saturation layer via the 
Adjustment Layer icon at the bottom. Slightly adjust 
the Hue and increase the Saturation 


Create a new layer set, add the adjustment 

layer and the contact sheet layers to it. Add a 
mask to the layer set and use the Gradient tool in 
the mask to soften the corners. Scatter a few more 
sections of contact sheets inside the figure. 


BR) Add a Hue/Saturation adjustment layer above 

the bricks and figure elements. Adjust the 
sliders until the bricks turn a vibrant gold colour and 
the mortar starts to look green. 


BM) In the adjustment layer’s mask, use the 
Gradient tool to reveal some of the red bricks 
underneath. Now, use the Pen tool to draw a path 
around the necktie. Make a selection from the path 
and use the Gradient tool within the selection to 
mask out some of the gold in the necktie. 
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Deselect, and add another Hue/Saturation 

layer on top of this one. Adjust the sliders 
until the bricks and mortar change to purples, 
blues, and teals, Use the Gradient tool in the 
adjustment layer’s mask to eliminate most of this 
layer below the head 


t 4: The spectacles 


Combining multiple layers, adjustment layers, paths, and a pair of glasses 


Naming paths 


When you begin to draw with the 
Pen tool. by default, Photoshop 
creates « new path called work 
path. if this path is deactivated, 
the next time you draw a path it 
will replace the work path with 
the new one, To avoid your paths 
being overwritten itis a good 
idea to name them. Just 
double-click your path’s icon in 
the Paths palette. Here you will 
see a dialog box where you can 

i etalon po the file glasses.psd on the CD. Drag 

the glasses layer into the working file. Use 
free-transform to resize and position the glasses. 

Adjust the colour using Image>Adjust>Levels 

(Command-L). Then, use the Pen tool to draw a 

path over the lenses only. 


wor't be overwritten with the 
work path 


On the original glasses layer, make a selection 
from the path. Duplicate this selection as a 
new layer (Command-J) and move the layer up in 
the Layers palette above the other glasses layers. 
Change its mode to ‘multiply’, add a layer mask, 
and use the Gradient tool to mask out most of it 


Double-click the Path icon and give it a name 


copy a section of the sky. Now, back in the working 
file, make a selection from the path and Paste Into 


(Command-Shift-V). This creates a new layer with a 


mask of the current selection. 


‘Command-click the original Glasses Layer icon 

to create a selection from it. Create a new 
multiply layer underneath it and fill the selection 
with black. Deselect (Command-D), and apply a 15, 
pixel Gaussian blur. This creates a nice soft shadow 
under the glasses. 


and open the file sky.jpg on the CD. Select and 


Command-click the layer mask to make a 
selection from it. Create a new Hue/Saturation 
adjustment layer and adjust the sliders until the 
colour inside the lenses resembles that of the apple. 


Open the file eyes.psd on the CD, 

Select All and Copy. In your working file, 
select the top-most glasses layer. Make a selection 
of the lenses path. Paste into the selection 
(Command-Shift-V) creating a new layer with a 
mask from the selection. Change its mode to 
‘overlay’ and reduce the Opacity. > 
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: Adding some flying fish 
And finally we'll create a school of fish, using duplicate layer sets 
and customising each fish set just a little, so they aren't all the same 


Photos or scans 


Most of the photography in this 
image was shotwith a 35 mm 
camera, with the exception of the 
fish which was medium format, 
and the shirt and tie, which was 
digital. But the glasses are a 
product of a desktop scan. The 
lighting was nice and even, and 
the image was sharp. Setting up a 
shot like that would have been a 
lot more labour intensive than 
tossing them ona scanner. So, in 
the future, dorit hesitate to throw 
some 3D objects on your scanner 
= you may get asurprisingly good 
result. However, we strongly 
advise against trying this 

with fish 


Open the file fish.psd on the CD. Draw a path 
around the fish. Generate a selection from the 
path, and a layer from the selection. Drag this layer 
into the working file. Change its Blending mode to 
Luminosity and use free-transform to resize the fish. 


Command-click the Layer icon to make a 
selection from the fish. With this selection 
active, create a new Hue/Saturation adjustment 
layer. Adjust the sliders until the fish's colour stars to 
resemble the water in the ocean photo. Gently 
blend areas in this layers mask in a similar way to 
the fish image layers. 
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Now, select and switch on the duplicate 


Duplicate the layer, but switch the duplicate off layer. Change its Blending mode to hard light 
for now. Add a mask to the original fish layer. and reduce its Opacity. Add a layer mask and 
Gently fade the tail and other areas in the mask using _ blend out some areas using the Gradient tool 
the Gradient tool and various soft brushes. and soft brushes again. 


Open the file splatter.psd on the CD. Drawa Command-click the Channel icon to make a 


selection around an ink splat using the Lasso. selection from the ink splat. On a new layer, 
Copy it, create a new channel in the working file use the Gradient tool to blend colour within the 
and paste. Switch the CMYK channels on to see the selection. Hold down Option to access the 
image. Resize and position the selected area using Eyedropper tool and pick up colours from the fish to 
free-transform so that it overlaps the fish use in your gradients. 


Create a new layer set, add all of the fish layers 

and link them. Duplicate the layer sets and 
resize and position them across the background 
Make each set unique by editing the modes and 
masks of individual layers. Vary the Hue/Saturation 
and use a different ink splat for each one 
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Using duplicates and sections of existing 


Now have some fun using the techniques layers, start building some more imagery 

shown so far. Play around with adjustment into the upper right of the canvas. Let some fish 
layers, try duplicating layers, changing their modes swim across — continue on as long as you like. 
and opacities. This type of experimentation can One of the hardest things to learn as a Photoshop 


often reveal some pleasant surprises. user is restraint. 


With Angela Birtwell it’s not a case of 
what she's done, but what she hasn't 
done: “Since graduating in 1996, I've 
been producing traditional artwork by 
hand. On the graphic design side of 
things, I've done brochures, packaging, 
illustrations for books and magazines...” 
Angela works on a 350MHz G3 and 
relies on Photoshop 5.5: “| make most 
use of adjustment layers, masks, and 
Link/Merge layers. | trim my images to 
the canvas size so that whatever spec 
machine I'm on, the size is kept to a 
minimum — that way you don't lose your 
speed.” And speed is important when 
you're looking to branch out: “I'd like to 
doa CD cover —| listen to The Cure — 
there are qualities to the music that | 
produce myself — it's atmospheric, 
detailed, layered...” 


Inspired by “decayed, dried and dead, 
natural textures”, you'll find echoes of 
cabbage leaves, bee wings, skin, wood 
lumps and sundried frogs in Steve's 
work. “The name Bluetooth comes from 
a 15th century Viking,” explains Steve. 
“My Dad obligingly grimaced for the 
Viking’s face, the arms were painted, 
and for the vest | used an old scanned 
moccasin.” 


“Untitled” (Angela Birtwell) 
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Photoshop 7 
Revealed 


Introducing all the innovative features of 
Photoshop 7 - the most versatile and 
comprehensive version of the software 
on the market to date 


60 — New features intro 

62 — Auto image controls 
63 — Healing tool 

64 — Patch tool 

65 — Custom brushes 

66 — Pattern maker 

69 — Healing tool, in-depth 
70 — Patch tool, in-depth 
71 — Brush dynamics 

72 — Workflow-oriented tools 
73 —Tool presets 

74 — ImageReady 
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Photoshop 7: 


Over the next five pages you'll get to grips 
with Photoshop 7's key new offerings... 


t long last Photoshop 7is 
here, running on OS Xas 
wellas Windows and Mac 
OS 9. Adobe has 
implemented a number of time-saving 
new features to help speed up the 
often arduous tasks of image 
manipulators, and it has improved 
many areas of the program in general. 

Once you have your copy of 
Photoshop 7 you can follow the 
tutorials supplied here to really get to 
grips with the new features supplied 
within it. Itwon't disappoint. 

The software provides excellent 
tools for retouching images, and we'll 
take you through some of the new 
options available for this, and show 


you how you can use them to clean, 
freshen and correct images so you can 
deliver perfect results in record time. 

Top of the list of goodies are the 
Healing and Patch tools, which take 
the concept of cloning to another level 
of power and ease of use. We'll also 
show you how you can use these tools 
to make a great image even better, 
plus we show you how to make the 
most out of the improved automated 
image adjustment features. 


\\ustration and expertise for this tutorial 
are provided by Simon Danaher, 
fe] simon.danaher@ntiworld.com. 


The files required for this tutorial can 
be found on the cover CDin the 
folder. 
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: Auto image controls 


Faster, precise image adjustment can be achieved in 
Photoshop 7. We look at the Auto Levels options... 


Images to 
practise with... 


For several sections of this 
tutorial we've used images from 
the Image Source sampler, which 
is supplied free on the cover CD. 
In some instances, we have 
deliberately tampered with the 
images and saved them, ready for 
you to use in the tutorial. Please 
use the images in the 
‘Tutorial/PS7 folder on the CD. 


D Open the file Bulb1 from the CD. This image 

has been pre-modified so that it lacks contrast 
and needs to be fixed. In Photoshop 7 there are a 
number of new image adjustment tools that can 
help automate the process. First check the 
Histogram so you can see what's going on. Note 
that the original versions of the altered images 
supplied by Image Source are also on the cover CD 
in all their pristine glory. 


| 4) Another way to achieve auto-correction is via 
an Adjustment Layer. Undo the correction or 
choose Revert, then add a levels Adjustment Layer. 
Notice in the new Photoshop 7 Levels dialog there is 
a new Options... button below the Auto button 
Click it to open the Options. 


Applying Levels again in the same way, with 
Auto options set to the default per-channel 
correction, produces a very poor image. The colours 
are banding and there's a lot of noise. 
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Choose Image>Histogram to open the 
Histogram for the image. You can see that the 
tonal range is severely attenuated at both ends of 
the spectrum. The quick way to adjust the image is 
to run the Auto Levels command, which brings back 
the contrast in the image well 


Looking at the Histogram again you can see 
that the full range of tones has been spread out 


to encompass the entire brightness range. Note that 
there are also no gaps in the Histogram. 


6) The middle option, the default, performs an 
auto correction on each of the Colour channels 
independently. The results are slightly different, 
but the degree of effect will depend largely on the 
type of image being edited. Open the image 
Man. jpg on the CD. This image has also been 
pre-modified to severely limit its tonal range, but 
note that it is a CMYK image. 


The image will be auto-corrected, but now in 

version 7 you can choose from three different 
types of auto-correction algorithm. The top setting 
tries to adjust the brightness of the image without 
affecting the colour balance. 


Setting the mode to Monochromatic Contrast 
produces a totally different result. The 
corrected image using this algorithm so the image 
suffers much less from banding and noise, and it has 
done an excellent job at replenishing the image's 
dynamic range. 


In the dialog you also have the option to tint 
the black and white points should you wish. 
Here the black point is shifted to the red, which adds 
a purple tint to the shadow area. In a stylised irmage, 
tinting can help to hide the image processing. 


: Healing 
Retouch images faster than ever before with the new Healing 
brush — we show you the techniques... 


Open the file Girl1 jpg from the cover CD. This Begin with the forehead and the Healing 

brush. This tool works like the Cloning tool 
except it melds the cloned pixels with the underlying 
‘ones. Set the mode to Sampled and the brush size 
to 10 pixels. Option/Alt-click to set the sample point 
then clone away. 


model shot needs a little retouching to be 
perfect. The girl looks great, but it's decided that all 
wrinkles and blemishes should be removed. New in 
Photoshop 7 is the Healing brush that will make 
short work of the wrinkles. 


4) You'll soon discover that you can stop looking 
for totally accurate matches for sample points, 

and look for correct texture. To remove the small 

wrinkles at the corner of the eye we can sample 

from the smooth area below the lower eyelid. 


Despite the sample point being different 
colours, the intelligent way the Healing brush 
melds the two results in the dark lines vanishing and 
the girl’s make-up staying the same colour. 


Work along the lip line clicking to clean up the 
line of specular highlight. You can even extend 

it slightly if you like. Note that the Healing brush 

merges the pixels with those around it slightly, so | 8] Work around the chin area removing the fine 


filling in the dark areas in the highlight is easy. 
Towards the edge, click further away from the 
highlight to blend it in with the skin more. 


wrinkles and blemishes. You'll find it quite easy 
to achieve a totally clean skin that doesn't look like 
it's had all the details cloned out of it. 
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Although the tool works well, you still need to 
be cautious. The pores are very visible in the 
centre, but much less so in the shadow areas. Don't 
clone from the highlight to the shadow as indicated 
or you'll get a poor clone. Stop at the shadow 
boundary then reset the sample point and continue. 


Next, we'll fix the highlight on her lips which is 

breaking up a little too much. This time we'll 
dab single clicks with the Healing brush. 
Option/Alt-click the clean, centre part of the lips to 
set the sample point. 


| aaa ni 
2 : 

b 
i 
i 


isieM 
Note that the Healing brush has some blending 
modes to alter its operation. We have been 

using it in Normal mode, but you can choose from 
Replace, Lighten, Darken, Multiply, Screen, Colour 
and Luminosity. Darken and Multiply were used to 
help remove some stray hairs by the nose — it’s best 
to experiment with the modes to see how they 
operate. The end results a lighter, fresher image. > 
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: Patch tool 


Similar to the Healing brush, but even more powerful. 


Get to grips with the awesome Patch tool... 


BD Along with the Healing brush, Photoshop 7 
has another repairing device called the Patch 
tool. Open the image Duck.jpg from the cover CD. 
This image has a few marks on it that we have 
added on purpose for you to fix —the original image 
is in fine condition. This is a tricky image because 
there is not a lot of surface texture and some 
scratches go across very different colours. 

Note that the marks on the duck image have been 
deliberately applied for the sake of this tutorial. The 
original image (880_110.jpg) in exemplary 
condition can be found on the CD, thanks to 

Image Source. 


Now let's try the scratch crossing the body and 
the background. If you select around the 
scratch and drag as before (no need for the Lasso 
tool this time) you'll find it difficult to line up the 
edge boundary. This is because Photoshop does not 
provide a preview of the selection as you drag it. 
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7 Large areas can cause more problems, but the 

Patch tool makes short work of things like that. 
Open the file Duck2.jpg. Here, there's a large 
amount of grime on the duck’s body, and normal 
cloning would be a tedious exercise. 


By The Patch tool enables you to touch up images 
in a similar way to the Healing brush, but goes 
about it in a selection-oriented manner, which some 
will prefer. Let's deal with the simplest mark on the 
duck’s body. Choose the Lasso tool and draw a 
selection around it. 


It’s probably best to deal with the scratch in 
two halves. Select the area of the duck that is 


scratched, without selecting the edge itself - this 

is very important. If you include the edge you'll 
make it more difficult for the Patch tool to make a 
decent meld. We can deal with the edge itself at the 
end. Drag with the Patch tool to sample from just 
above the scratch. 


ee pe || 
The best way to deal with the grime is to take 
bite-sized chunks of the damaged area and 
apply the Patch tool's secret weapon. Select a 
portion of the area to be healed and then just click 
the Heal Selection button in the Options bar. 


Now choose the Patch tool. It's in a pop-out 

with the Healing brush. The Options bar 
should be set to Heal: Selection. Drag the selection 
with the Patch tool to a location on the duck from 
which you want to sample pixels and let go. The 
selection will snap back to its original location and 
the pixels will be melded. Hide the selection to see 
the result more clearly 


Do the same with the outside half of the 

scratch, Any messiness left at the edge can be 
cleaned up with the normal Clone tool, leaving a 
perfectly unscathed image. 


Continue around the area to be repaired 
selecting and healing as you go. Remember 
not to drag this time, just click the Heal Selection 
button. The area will be fixed in a few seconds of 
work, as opposed to ages spent meticulously 
cloning with the rubber stamp. 


Part 4: Custom brushes 


Create your own brushes with the 
new Brush Dynamics feature... 


The Dual brush 


The Dual brush can be used to 
break up a given brush shape, 
helping to reduce any repetition. 


The brushes have been totally overhauled in 

Photoshop 7. They can now be customised 
using a wide variety of dynamic and textural 
options. We'll show you how to make a custom 
brush, so begin with a new 128x128 pixel, greyscale 
image. To create a brush shape you can use any 
bitmap, but we'll use a Custom shape, like this one 
from the Floral set. 


D The real interesting aspect comes when you 
set the dynamic properties. Choose Shape 
Dynamics and play with the settings. You get a 
preview of the brush at the bottom of the palette, 
and you can use the brush at any time to see how it 
feels. Turning up Angle and Size jitter produces a 
much more organic result. 


There are some further modes that are worth 

looking at too. The first is Dual Brush mode. 
This is particularly interesting since you can define a 
second brush shape to mask out the current one. 
Here we've chosen a Butterfly base brush and 
masked it with a simple spherical brush. The result 
are spheres containing butterflies. 


Before you can define the shape as a brush 

you must render it toa bitmap, or simply 
flatten the image. You can also make the shape 
more comple or roughen ita little. Here, we have 
applied the Sketch>Torn Edges filter. Note that the 
white areas are treated as transparent, and black 
areas are opaque. You can create semi-opaque 
brushes by varying the brightness values 


Turn on Scatter and the fun begins. You can 

jitter the position of each brush stamp within 
the stroke. Increasing the Scatter value will make a 
more random organic brush. Now increase the 
Count to 3. This multiplies the amount of stamps 
you get. You may need to go back and adjust the 
master diameter of the brush to compensate. Very 
thick and dense brushes can be created, enabling 
you to paint masses of detail in seconds. 


DB Texture works in a similar way to Dual brush 
but the opposite way round. Adding texture to 
a brush applies a texture of your choice within the 
brush stamps. On the left of the image above is the 
normal brush and on the right is the textured 
version. Note that textures work best on simple 
brush shapes where you can see their effect better. 
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Now choose Edit>Define Brush, and name 

the preset something logical. Now that the 
shape has been defined as a brush we can customise 
it. Choose Windows>Brushes to access the Brush 
Editor palette and select Brush Tip Shape. Set the 
size of the brush to 40 pixels and spacing to 100 per 
cent. This is about as much as you could do in 
previous versions, which is great for creating tacky 
Christmas cards, but not a lot else. 


6) Colour Dynamics enables you to vary the 
colour and tone of the brush. Increasing the 
Hue value will vary the colour from the base 
foreground colour that you have chosen. Saturation 
and Brightness work in a similar way. By increasing 
the Brightness variation and brushing using Lighten 
mode, you can add highiight shading to objects you 
create with the brush, Multiply mode can then be 
used to add shadow areas 


Textured brushes have a myriad of uses for 

retouching work. Here the girl's eyelashes have 
been thickened with the addition of extra ones. We 
used a simple brush with a small degree of 
scattering and a texture, plus 40 per cent fade. A 
tiny amount of blur blends the result into the image 
—a job that took only seconds. > 
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: Pattern Maker 


Create a dazzling array of different patterns for backgrounds, 
textures or as sources for brushes... 


°Calculate settings 


See variations of your settings by 
clicking the Generate button 
several times. 


B Anew processing feature has been added to 
Photoshop 7 called Pattern Maker. This is a 


system that generates a tiled pattern from a 
selection you make in an image. To demonstrate 
how it works open the image Cat.jpg from the CD. 


Run the Pattern Maker feature. This can be 

found in the Filters menu along with the 
relocated Extract and Liquify. Zoom into the image 
using the tools at the left side of the window, and 
select the cat's face. 


Try increasing the tile size to 512 pixels. You 

should be getting a more interesting, less 
repetitive pattern. The tiles are still obvious, but 
their edges can be removed if you choose to accept 
the result using cloning or healing. 


The result is not great - you can see the 
squares of the tiles and parts of the cat's face 
are clearly visible. A more random look can be 
achieved by increasing the Smoothness to 3 


D At any time you can go back and view the last 

20 tiles you generated using the small viewer 
window at the bottom right. If you like a tile but 
don't want to apply the whole lot to the image, you 
can save it out by clicking the disc icon. it will be 
added to Photoshop's pattern library. 


Better results can be achieved by selecting a 

smaller area to begin with. Here we've selected 
the small daisy in the foreground, and set the tile 
size to 128 pixels again. Offset is set to 50 per cent 
horizontal, Smoothing to 2 and Samples to 5. 


You can use any type of image as source 
material for this, it depends on the result you 
expect to get. High-contrast images and selection 
will create more contrasty patterns. Subtler ones will 
be made from low-contrast images. Set the tile size 
to 128x128 pixels and click the Generate button, 


6) Increasing the Sampling detail from the default 
5 to 10 produces an altogether stranger result, 
plus it takes a lot longer to produce. A low sampling 
can be used for a harder, more jumbled pattern. We 
have also set the Offset to 50 per cent horizontal, 
which staggers the tiles horizontally. 


By setting the tile size very small — in this case 
only 10x1 pixels - you can achieve a tight 
wallpaper-like pattern that is useful for Websites, 3D 
textures such as textiles and the like. When using 

this feature the initial selection is all important. 


“Om” (Anthony Hammond) 


“| worked conventionally, handpainting 
my illustrations in oils untill saw 

layered programs in Photoshop, then 
learned the program in two months,” 
says Cary. “ 


Anthony's interest in meditation and 
Buddhism is reflected in the feeling of 
magic, alchemy and mystery that his 
images recreate. “'Om' aims to show 
the sensation of a meditation session — 
| intended the viewer to be pulled into 
the centre of the image. The lotus flower 
centre was a happy accident, so | made 
use of it by adding my eye clear and 
centred in the middle of the image.” 
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Photoshop 7 


Version 7 is upon us — we take an in-depth look at what it has to offer... 


£528 (upgrade) £116 


Adobe 


020 8606 4000 


www.adobe.com/photoshop 


* Complete image-editing toolset 
* Web graphics and animation 

* File browser 

* Tool presets 

* Customisable workspaces 

* Auto-colour correction 

* Healing tool 

* Patch tool 

* Improved Liquify filter 

* Pattern maker filter 


* Natural media-like brushes 


PC: Pentium * 128MB RAM ¢ Win 
98/ME/2000/NT 4 with sp6/XP 


‘Mac: PowerPC * 128MB RAM 
© OS 9.1/0S X 10.1 


hotoshop is an application 

at the heart of any digital 

artist's toolkit. In fact, we'd 

hazard a guess that there's 
not a graphic designer, photographer or 
illustrator on this planet that hasn't used 
the application in some way or another. 
Building up a reputation as a rock- 
solid, complete image-editing solution, 
Photoshop has well and truly cornered 
the image-editing market. 

With every new release of the 
program, there promises to be 
something new and exciting thrown into 
the equation — normally a combination 
of users’ requests and Adobe initiative. 
The hype surrounding version 7 has 
mainly concentrated on the fact that 
Photoshop is now available for Mac OS 
X10.1. This is, of course, massive news 
for Mac-based designers — Photoshop 
(along with QuarkXPress) is almost 
certainly the application that designers 
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One of the major additions to ImageReady 7s the new Rollover palette, enabling you to viewall the 


animations, image maps, slices and rollovers in your graphics at the same time. 


are waiting for to be ported to OS X, so 
they can ditch OS 9 completely and, 
amongst other things, make full use of 
the protected memory functionality of 
Apple's new operating system. It must 
be said that Photoshop 7 looks great 
and runs particularly well in OS 10.1. 
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After weeks of intensely using the app, 
ithas yet to crash (how many OS 9 
Photoshop users can say that?). It will, 
of course, also run on OS 9.1 and 
Windows 98, NT 4, ME, 2000 or XP 
Operating systems aside, a good 
amount of new features have been 


The Liquify filter has had a complete makeover, with users now able to see background layers and save meshes. 
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Correct blemishes and disguise wrinkles with one of the most innovative additions to Photoshop 7... 


@ What we're aiming to do here is 
remove minor blemishes and wrinkles 
for that magazine cover look. Select the 
Healing Brush tool from the toolbar or 


simply hit J on your keyboard. Select a hard- 


edged brush from the Tool Options bar. 


added to the application in version 7 
We couldn't possibly say that every 
feature will be of use to the creative 
professional — some seem more aimed 
towards the digital camera enthusiast. 
There's a real mix on offer, from 
fantastic additions that Photoshop 
users will gasp in awe at, and others 
that may have you laughing in jest. 
Nevertheless, all go a long way to 
making the program a more versatile 
and competent tool. 


Same old Photoshop? 

The changes to the interface in 
Photoshop 6 were well-received. 
For the first time, a context-sensitive 


Start by selecting a source point. Here, 
we've selected a point on the model's 


forehead as it's reasonably free from 


blemishes. Option-click (Alt-click on a PC) 
to set a source point and begin using the 
tool to clone over blemishes. You'll notice 
that the Healing tool doesn't match up the 
shadows and so on until you've released the 


mouse button. 


options bar is introduced, offering the 
ability to adjust tool settings including 
brush sizes, gradient fills, marquee 
aspect ratios and more in one place. 
Aside from this, the interface was left 
very much alone (with the exception 
of the disappearance of the Brushes 
palette). It's a fact that the Photoshop 
interface is one of the most respected 
in the industry, mainly for its out-and- 
out simplicity as well as its powerful 
feature set. Adobe knows this, and 
that's why with Photoshop 7, the 
company has hardly touched the 
interface. There is one exception, 
though, but a minor one. Adobe has 
decided that we now need colourful 
glowing icons in the main toolbox. 


Altercast your doubts 


Photoshop 7 can hook up to Adobe's brand new 
dynamic image server software, Altercast... 


Altercastis still a mystery to many Web 
designers. Basically, this very different 
tool (compared to the company’s other 
products anyhow) from Adobe enables you 
to link up Photoshop's PSD images to a 
database or content management system. 
Then, using Altercastand variables within 
the PSD file (image dimensions, text 
content, layer visibility and so on), 
programmers can write scripts that 
automatically generate variations of the 
PSD file. Simply put, you can now create 


many different versions of animage ina 
short amount of time (as long as you have 
a programmer handy that is). 

The same goes for ImageReady 7. 
Developers create programming scripts, 
designers create variables and Altercast 
handles the rest. The Altercast image 
server isnit cheap, though. You'll pay $7500 
for a single processor licence, going up to 
$60,000 for enterprise applications. 
Image file formats supported are PSD, 
JPEG, PNG, GIF, WBMP TIFF and SVG. 


* 


Continue working on the image. You 

may have to zoom in pretty close and 
choose a smaller brush diameter to work on 
the wrinkles around the eyes and nose. 


This makes the toolbox appear slightly 
larger than before, with the icons 
themselves also being a little clunky 
(on Windows and Mac OS 9 thatis). It's 
not a big change or one for any real 
concern, butone that Photoshop 
aficionados everywhere will 
immediately notice. 

In terms of new tools added to 
the toolbox, there's only one obvious 


a Here's a before and after shot — 
we also performed a bit of colour 
correction on the image. The whole process 
was completed in around five minutes. As 
you can see, it's easy to get professional- 
looking results in no time at all, 


addition: the Healing tool. A strange 
name for a Photoshop tool, but 
certainly an inspired one. The Healing 
tool works in the same way as the 
standard Clone tool, but with one huge 
difference. The tool preserves shading, 
texture, tone and so on when cloning 
from a source point. This may sound 

a touch gimmicky, but to the digital 
artist or photographer who works with 


The Healing tool works in the same 
way as the Clone tool, but it 
preserves shading, texture and tone 


Photoshop 7s new natural media-like brushes form one of the biggest additions to the package — 
the new revamped Brushes palette enabling you to specify brush dynamics such as Size jitter. 
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photographs that need blemishes and 
the like removing quickly, this will 
be a godsend. The tool is unlike any 
other we've seen before, as it makes 
correcting images accurately 
completely idiot-proof. No longer will 
you get the smeary effect when using 
the Cloning stamp, because Photoshop 
does an extremely good job of blending 
the cloned area in with the new one — 
only under extremely close inspection 
can you tell that the image has been 
doctored at all (bear in mind, though, 
that it's best to use a hard-edged 
brush). The tool can be used to clone 
across multiple layers or even multiple 
images. This means that if you have an 
extremely scratched or damaged 
image, you can open up a similar image 
and take a clone source point from that. 
Photoshop will do the magic and 
correct the shadows, texture and so on. 
Asmall checkbox in the Tool Options 
bar enables you to clone a pattern onto 
your image. Again, the tool will correct 
lighting and so on — making for some 
interesting and quick texture overlays. 
You can also tick the Align box in the 
Tool Options bar to use the same offset 
for each healing stroke. Another good 
use for the tool that we discovered is 
blending images neatly into matte 


backgrounds. This is because the 


Healing tool corrects the shading, 
lighting and texture of a clone but not 
directly the colour. Overall, it’s a solid 
and versatile addition that has much 
potential as an artistic as wellas 
photographic tool. 


Tweaked tools 


In the same vein (and tool flyout) is the 
Patch tool. This is very similar to 

the Healing tool, but it’s completely 
selection-based. In our experience, 
the tool is best used to correct larger 
blemished areas. By simply selecting a 
‘good’ piece of the image or photograph 
and dragging it over a ‘bad’ area, the 
tool corrects the cloned area in exactly 
the same way as the Healing tool. The 
options for this tool are pretty well set 
out — you can heal the source from 
destination or vice versa, just like the 
Healing tool. 

This said, though, it’s rather strange 
to see tools such as this in Photoshop. 
We'd expect this sort of tool to appear 
in lower-end graphics applications, 
aimed predominantly at the home user 
and digital photographer. According to 
Adobe, though, around 50 per cent of 
Photoshop’ installed user base are not 
professionals. This, of course, may be 
an incentive for the company to build 


Adobe has tweaked the Free 
Transform tool, bringing 
real-time transformations... 


When working on GIF images, ImageReady 7 users cannow map transparency to a colour by simply 


hitting a button at the bottom of the Colour Table - very handy. 


more consumer-orientated tools into 
the application. As long as the core 
feature set remains the same, this 
should turn out to be no bad thing — 
itwill simply broaden the appeal and 
overall ability of the package. 

Adobe has tweaked the Free 
Transform tool, bringing real-time 
transformations. This may sound 
like a minor feature, but proves to be 
incredibly useful when you need to 
accurately line up transformations in 
context to background layers. This can 
prove to be a little slow — even on our 
reasonably fast machine the redraw 


Photoshop 7's new brushes make natural-media effects a breeze... 


proved to be sluggish. It would be nice 
if you could switch the real-time 
functionality off when working on 
complex, multi-layered images. The 
toolbox certainly hasn't been overhauled 
— Adobe has simply added a couple 
of new tools and listened to users’ 
considerations when updating others. 
Another addition to the package 
is a spellchecker. First shown to 
rapturous applause at Macworld expo, 
this is a standard spellchecking tool 
that designers and typographers will no 
doubt come to appreciate. It could also 
be seen as a statement by Adobe, 


@ Create a new document and open up 


the Brushes palette by undocking from 
the Palette Well. If it's not in there or visible, 
choose Window>Brushes. Choose a Brush 
from the Presets menu and then select 2 
brush tip shape; just click on the Brush Tip 
Shape option and choose a brush from the 
menu. Paint a stroke on the canvas to get 
an idea of what your brush looks like before 
we alter the dynamics. 


Click on Dual Brush. We're going to 
merge two brush tips together to create 
a new one. Choose a Brush tip, using the 
Multiply blending mode to combine them. 
Paint on your page to see the difference. 


Next we'll look at the Scattering 
dynamics. Select the Scattering option 
in the Brushes palette and bump the scatter 
and count jitter sliders up. Notice how the 
stroke preview updates. Paint another 
stroke on your page to see the difference. 


a Finally, we'll add some Colour 


dynamics. In the Colour Dynamics 
options, slide up the Hue jitter and 
Saturation jitter — be careful not to add 
too much though, or your brush strokes 
will gain a kaleidoscopic effect. 


pushing Photoshop as an all- 
encompassing tool rather than just an 
image-editing app. Either way, it's an 
inclusion that bamboozled us — are 
serious designers really going to be 
using the spellchecker in Photoshop? 
Moving on, the Image menu contains 
anew image operation going by the 
name of Auto Colour. It's fairly self- 
explanatory: just as Auto Levels and 
Auto Contrast automatically correct the 
brightness and contrast of an image, 
Auto Colour aims to automatically 
colour correct an image ina single 
click. For amateur photographers and 
digital camera users looking for a quick 
fix to a washed out or oversaturated 
photo, the operation works very well. 
Those who are a touch more fussy about 
colour will probably steer well clear. 


Filter frenzy 


As each release of Photoshop comes 
and goes, the Filter menu is the first 
place eager designers look to see if 
there's something new. But there never 
is. Since version 4, Adobe has done 
very little to the range of gallery effects 
in Photoshop, leaving them virtually 
untouched. In version 7 there are no 
new gallery effect filters (there's an 
entirely new filter dialog which we'll 
come onto ina while) as such, but filter 
freaks will be pleased to know that the 
company has once again listened to 
customers and enlarged the preview 
size of most filters. We would have 
still liked a larger preview in the 
Render>Lighting effects dialog, but it's 
certainly a start. 

The brand new filter dialog in PS7 
is the Pattern Maker. It must be said 
that this is a strange and seemingly 
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The File Browser enables you to search for and open up files within Photoshop. It also displays file data such as image size, dimensions and soon. 


pointless addition to the application. 
Basically, the filter enables you to 
randomly generate patterns froma 
selection (a small control panel 
towards the bottom-right of the dialog 
enables you to cycle through your 
patterns). Although this filter could 


Although perhaps not the most exciting of additions, Tool Presets are a great new feature of 
Photoshop 7, enabling artists and designers to save and recall frequently used tool settings. 


certainly come in handy for 3D artists 
short on time and retro Web designers, 
we can see no real use for itina 
professional environment. There are 
settings enabling you to control the tile 
size, smoothness and offset, and even 
settings enabling you to control the 
colour of the tile boundaries. It's 
extremely thorough and well thought 
out, but as we've mentioned, we just 
feel that pro designers will want a 

tad more control over their patterns. 
Handily though, patterns can be saved 
out and used with any other in the 
Photoshop pattern library, without 
being applied to your image. 

The other addition, or rather 
enhancement, to the Filter menu, 
appears within the Liquify dialog. 
Introduced in version 6, the Liquify 
filter enables artists to dynamically 
warp images with a selection of tools, 
similar in operation to the Squizz plug- 
in by Human Software. Although it 
was a hugely welcome addition to the 
application, a major gripe about the 
Liquify filterwas you couldnt warp 
images in relation to background 
layers. Luckily, Adobe has rectified this 
issue in version 7 of Photoshop; it’s now 
not only possible to see background 


layers, but also to adjust the opacity of 
them — aneattouch. 

Usefully, you can now save your 
Liquify meshes. This means that you 
can bring a distortion mesh onto 
another image at any time or work on 
a mesh ata later date. Add to this a 
multiple Undo (why this wasn't present 
in version 6 we don't know) and a new 
Turbulence brush for creating wispy 
smoke, fire and similar effects, and you 
have a considerably enhanced filter 
that seems much more rounded and 
complete than the previous offering. 


Brush dynamics 


Although previous incarnations of 
Photoshop enabled you to define, 
create and save your own brushes from 
selections or images, many designers 
using the application artistically felt 
somewhat deprived at the lack of 
natural media tools available. Sure, 
you could make your brush have wet 
edges, but that was just about it in 
terms of natural media-like effects. 

Photoshop 7 rectifies this. Firstly, 
Adobe has brought back the Brushes 
palette (missed by many in version 6), 
but has completely revamped it. 


071 


Docked inthe Palette well by default 
(the palette can be docked and 
undocked using a small icon on the 
Tool Options bar), the new Brushes 
palette is double the size of the old one. 
It contains not only a comprehensive 
preview of brush strokes, but a whole 
range of context-sensitive options for 
controlling brush dynamics. 

Let’s look at the new palette in detail. 
The first option is to select the Brush tip 
shape, which functions in exactly the 
same way as the previous incarnation 
of the Brushes palette. When Brush Tip 
Shape is selected, options appear to 
change the diameter, roundness and 
hardness of the brush — just as you 
could do in previous versions of 
Photoshop. Things start getting a touch 
more advanced, though, when you 
move down the left-hand column of 
the Brushes palette and select Shape 
Dynamics. On the right-hand side of 
the interface several slides appear, 


enabling you to jitter the size, diameter, 
angle and roundness of your brush 
stroke. If you have a tablet hooked up, 
you can specify whether pen pressure 
or tilt will affect the jitter. As you 
increase or decrease the settings, a 
preview pane at the bottom of the 
palette updates the new brush stroke. 

The second set of options are Brush 
Scattering. This is pretty self- 
explanatory, enabling you to scatter 
pixels within the brush stroke. This 
can make forsome pretty interesting 
effects — particularly if you're aftera 
stippled look. 

Next up are the Texture options, 
handily enabling you to add atexture 
underneath your brush — simulating the 
effect of painting on differenttypes of 
media without changing the appearance 
of your canvas. You can use various 
blending modes here as well. You can 
even choose to texture each bristle tip, 
making for some truly different effects. 


OS X throws up a few problems for those with classic 
plug-ins and peripheral drivers... 


Although Photoshop 7 looks and performs 
excellently on Apple's new operating 
system, there are still a few issues that 
those upgrading to a Carbonised 
Photoshop should be aware of. The first is 
plug-ins. You will not be able to use your 
Classic plug-ins in the OS X-native 
version of Photoshop. This is no fault of 
Photoshop's or Adobe's, though — simply 
the fact that OS X does not enable native 
appsto call on Classic code. You'll either 
have to open Photoshop as a Classic 


application under OS X, or boot up in OS 
9.1 orabove. 

Another issue is scanner and printer 
drivers. So far, many companies have not 
updated their drivers to work with OS X — 
so bear this in mind before jumping on the 
aqua bandwagon. 

PC and Mac OS 9 users won't have 
to worry about either of these issues. 
Adobe hasn't touched the Photoshop API, 
or altered the way in which you acquire 
images into the application. 


Then there's Dual Brush. This rather 
interesting option enables you to 
combine your configured brush stroke 
with the tip of another brush. Again you 
can choose various blending modes 
to get the right effect. This option in 
particular shows the almost endless 
amount of brushes and effects you can 
create in Photoshop 7. For example, you 
can create two brushes and a texture, 
then blend them all together into one. 
Using different blending modes will 
give you a different brush. 

Colour Dynamics settings come 
next. Used subtly, these can bring your 
brushes to life. By adding Foreground 
and Background jitter, Hue, Saturation, 
Brightness and Purity jitters, your 
brushes will change dynamically in 
colour and tone as you glide across the 
page. Used drastically, kaleidoscopic 
effects are possible. The Other 
Dynamics settings include Opacity 
and Flow jitters, the latter dynamically 
altering the flow of paint as you make a 
brush stroke, 

That's not all, though. Underneath 
these settings there are checkboxes 
for switching various options on and off, 
such as Noise, Wet edges, Airbrush 
functionality, smoothing, and the ability 
to preserve an applied texture pattern 
when applying brush presets. One thing 
we will say, though, is that unless you're 
using a super-fast machine, complex 
brush strokes tend to be pretty slow in 


redrawing. This of course can slightly 
hinder the creative process. 

As you can see, it’s a fairly huge 
addition to Photoshop, and those using 
the application for artistic purposes will 
welcome the new brush functionality. 
Saying this, PS7is not in any way a 
replacement for Painter 7 — it doesn't 
even touch on the huge range of natural 
media effects that are possible in 
Procreate’s application. 


Customise your workflow 


While Adobe hasn't included as many 
creative-orientated features as we 
hoped for (although what is here is 
pretty good indeed), the company has 
certainly made up for it in terms of 
adding workflow and productivity- 
based tools. Photoshop has an 
incredibly dedicated user base, and to 
redefine the way the app works would 
be ludicrous. Rather than do this, 
Adobe has added some new features 
that are truly useful, and after a while 
become completely indispensable. 
One such addition is the File 
Browser. Picture the scene: a client 
has supplied you with a hundred or so 
images for use in an ongoing project, 
or perhaps you're a photographer 
who's come back from the studio with 
hundreds of images. Either way, in 
Photoshop 6 you'd have to open 
each one in the app, labelling them 


The Brushes palette has doubled in 
size, with a whole range of options 
for controlling brush dynamics 


Removing blemishes, wrinkles and scratches from photographs is no longer a complex task for 
Airbrush wizards - the new Healing tool literally makes it child's play. 


Although not the most exciting 
addition to PS7, Tool Presets are 


Options Bar or the Tool Presets palette 


various Brush settings. 


accordingly. Photoshop 7, however, 
through the new File Browser, enables 
you to search for files on your hard 
drive or external storage device 
(including digital camera smart cards), 
rename and label them, and even rotate 
them before loading into Photoshop. 

Residing in the palette well on 
startup, the File Browser can be 


It’s not just brushes, though — 
Presets work for every single tool in 
Photoshop. Here we've set up the Selection 
Marquee tool with a fixed aspect ratio of 
307:230. When we need this setting, we 
can simply click on the Tool Preset rather 
than manually entering the settings. 


incredibly handy addition. These 
certainly one of the handiest. They enable 
you to save your preferred setting for any 
tool. You can use either the flyout in the 


(Window>Tool Presets). Here you can see 


undocked — or made a floating window 
so it handily hides behind your open 
images — and used in exactly the same 
way as you'd navigate the files on your 
OS. However, the File Browser offers 
large thumbnail previews of your 
images, making it easy to spot the 
correct image or file version. Because 
the browser loads thumbnails into a 


Saveable workspaces are also an 


enable you to save the position of certain 


palettes and so on — enabling you to set up 


different workspaces for different image- 
editing operations. After rearranging your 
desktop, save the workspace by going to 
Window>Workspace>Save Workspace. 


cache every time you open a folder, 
thumbnails are usually generated 
on the fly. 

Images can also be labelled and 
grouped for easy image management. 
They can be sorted by filename, rank, 
width, height, file size, resolution, file 
type, colour profile, date created, date 
modified and copyright info. 


Ina similar vein to Tool Presets, the new saveable workspaces enable you to save certain palette locations for specific image-editing operations. 


particularly handy when working in 

ImageReady. For example, you can have 
a certain workspace for rollovers, one for 
slices, one for animation and so on. 


The ability to save workspaces is 


When clicking on a thumbnail, image 
data such as date created and modified, 
file type and size appears at the bottom 
left of the File Browser. If the image was 
taken ona digital camera the Browser 
displays EXIF data. Handily, the File 
Browser enables you to rotate images 
before bringing them in to Photoshop, 
which usefully takes one step out of 
your image-manipulation work. Version 
7 also introduces preset image sizes 
(A4, A3, 800x600 and so on), making it 
easy to quickly set up regularly used 
image sizes. 


Tool Presets 


Amassive workflow addition comes 
in the form of Tool Presets. These are 
aimed at providing a quick and easy 
way for designers and photographers 
to access certain tool settings. Version 
7 features a new Tool Presets palette 
(grouped with the History and Actions 
palettes by default), and a dropdown 
on the Tool Options bar. This enables 
you to save specific tool settings 
(such as a brush colour or diameter, 
vector shape colour, or fixed aspect 
ratio marquee) and recall them at any 
given time. 

This new aspect of the program will 
be a considerable time-saver for 
designers working on multiple images 
that require a similar method of 
approach. It's worth noting that Tool 
Presets work with every single tool. In 
a similar vein, Adobe has introduced 
Workspace Presets in this upgrade, 
too. These enable you to save and 
recall certain palette positions — a 
handy feature seen in many other 
applications already. 
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When saving POF files in Photoshop 7, users can now add passwords, PDF encryption and other 
security settings, which is handy for sending confidential design work to clients. 


On the subject of new additions, 
there are a handful of features aimed 
predominately at photographers. The 
first of these is Picture Package. Found 
in the File>Automate sub-menu, this 
enables you to print multiple images 
at different sizes on a single sheet of 
paper. You have control over the layout, 
resolution, paper size, and also the 


ability to label the images. By clicking 
on an instance of an image you can load 
in another image to print onthe same 
page. Once you click OK, Photoshop 
sets to work, creating various layers, 
transforming them and finally 
producing your ‘picture package.’ We 
cant see this being of much use to the 
creative pro, but for digital camera 


Adobe has upgraded ImageReady 
up to version 7 to sit neatly beside 
its older brother... 


The File Browser isn't just for browsing files you know... 


The File Browser is a great addition py Not only does this feature enable you 
@ to Photoshop, enabling you to locate a to search for files, it also enables you 
files and open them directly within the to view various image data such as date 
application. By default, it's docked in the created or date modified. If the image 
Palette Well - open it up. was taken on a digital camera, it displays 
EXIF data. 


Adobe Web Phato Gallery 


Less than Web-savvy photographers, wishing to use the Web Photo Gallery option to quickly get 
their work up on the Web, will face a variety of new templates. 


enthusiasts after that ‘school photo’ 
look, it will suffice. 

The new improved Web Photo gallery 
feature is a quick and easy way to get 
images on the Web. There are new 
templates here, all of reasonable quality 
and design. Once again, though, the 
professional user is going to steer well 
clear of this (unless ina complete hurry 
to get images on the Web). 

Finally, there's the ability to export 
password-protected POF files. Settings. 
enable you to either set up encryption 
for when the file is opened in Acrobat 
or in Photoshop, or both. You can 
prevent the document from being 
printed, altered, having content 
extracted or comments and form fields 
changed. We suspect that this will be 


One of the handiest features of the 


most used by designers sending 
confidential files to clients for approval, 
and it’s a sound addition to the program. 


ImageReady 

One thing we haven't touched upon yet 
is what's happened to Photoshop's Web 
sibling, ImageReady. Well, fora start, 
Adobe has upgraded the app up to 
version 7 to sit neatly beside its older 
brother. But what is there to warrant a 
jump of four releases? Well, to be 
honest, not that much actually. There's 
no File Browser here — making it 
necessary to open up images in 
Photoshop and then jump across to 
ImageReady. Adobe hasn't included 
Tool Presets in ImageReady 7 either — 


4 Finally, you can also rotate images 
using the small Rotate icon to the 
bottom-left of the browser. Photoshop 
recognises that you've rotated the image 
when you double-click to open it up —a 
small, yet handy addition. 


File Browser is Batch Rename. This 
makes it possible to quickly rename multiple 
images. You can also rank (label) images 
and group them into sets. 


something that we would certainly have 
liked to have seen. 

However, there are new things to 
check out. First up is the ability to 
make any colour in the Colour Table 
transparent (when working with GIF 
images), by simply hitting the Remap 
Transparency button at the bottom of 
the Colour Table palette. This is handy 
for Web designers working with GIFs, 
and takes the pain out of building up 
complex, transparent images and 
animations, When hovering above a 
mapped colour, a tooltip informs you 
that the colour is in fact transparent. 

ImageReady 7 enables you to dither 
transparency, just as you would colours, 
This enables you to blend images into 
Web backgrounds without having to 
match up background colours. In 
practice though, pro designers may stick 
to matching up background colours, as 
it ultimately enables more control over 
Web graphics (although the resulting 
files could be a touch larger). 

Both ImageReady and Photoshop 
now enable you to specify higher 
priority to text and vector art when 
optimising for the Web, as well as 
enabling you to preview yourfiles 
for output on wireless devices. 


The seventh incarnation of 
ImageReady sports a dedicated 
Rollover palette, enabling you to see all 
rollovers, animations, slices and image 
maps within a document. The palette 
means you can add layer-based 
rollovers by simply clicking one button. 
A Selected state has been added to the 
app’s rollover options, so you can set 
up navigation and so on that contain 
different rollover effects, which all 
happen at the same time. 

Finally, you can hook ImageReady 
up to Adobe Altercast to quickly 
produce data-driven graphics — 
making it pretty easy to create many 
variations on a certain graphic or logo. 
PS7 saves to the 
XMP (Extensible Metadata Platform), 
enabling you to embed metadata in 
files. The two programs are completely 
compatible with Adobe's Web 
Workgroup server, enabling 
collaborations to easily keep track of 
image file versions and alterations. 


Seventh heaven? 


Although it’s perhaps not the most 
comprehensive of upgrades, Photoshop 
7isa release that builds on the already 


Reveal Alt 


Histogram... 


Curves... *M 
Color Balance. MB 
Brightness /Contrast.... 


Hue/Saturation...  ®U 
Desaturate onU 
Selective Color... 
Channel Mixer... 
Gradient Map... 


Invert 
Equalize 


Picture Package is a new feature that will appeal to the budget-conscious photographer. It 
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ables 


you to print multiple versions of images (or indeed different images) on a single sheet of paper. 


comprehensive toolset, adding new 
features that give us a good idea of 
where the application is heading: it's 
fast becoming an all-encompassing 
image-editing application that's fit for 
any medium. 


Auto Colour, an addition to the Image>Adjust sub-menu, enables photographers and designers to quickly perform basic colour correction. 


Photoshop is certainly now more 
appealing to the digital camera 
enthusiast and pro photographers 
(going back to its roots, maybe?) — 
thanks to the superb Healing tool and 
the File Browser. It will also appeal to 
those artists wanting a natural media 
toolset without having to endure the 
learning curve of a program like 
Painter. Overall, Photoshop 7 will 
appeal to everyone who creates 
graphics ona day-to-day basis. With 
support for wireless devices, more 
image-editing tools, some new (if a 
little sparse) Web-editing features and 
a plethora of workflow-orientated tools, 
Photoshop as a package is still the most 
thorough and intuitive image-editing 
solution there is. 


Verdict 


CEE 


pgrade 


COE 


Speed DOO 
Value formoney EREDEDED 
Ease of use DEE 


Documentation DEED 
For: Unrivalled image-editing 
toolset ¢ Excellent workflow- 
enhancing additions © Easy-to-use 


new photographic tools * Handy 
Web additions 


Against: Upgrade is a little sparse 
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Tools and 
techniques 


Tweak and refine shapes, text, drawings, 
textures, photos, paintings and colours with 
Photoshop's huge range of built-in tools 


78 — Liquify feature in Photoshop 6 

80 — Caricatures in Photoshop 6 

81 — Animation in Photoshop 6 

82 — Type distortion in Photoshop 6 

84 — Using the Shape tools in Photoshop 6 
88 — Using filters and effects in Photoshop 6 
94 —Text options in Photoshop 6 

98 — Blend Modes in Photoshop 6 

106 — Metal effects in Photoshop 6 


113 — Blending colours in Photoshop 6 
116 — Blending layer modes in Photoshop 6 
122 — Photo retouching in Photoshop 6 
130 — Dreamy Photo Plug-In 

134 — Custom shapes in Photoshop 6 

138 — Layer styles in Photoshop 6 

142 — Airbrushing in Photoshop 6 

152 — Painting in Photoshop 7 

158 — Layer mask skills in Photoshop 7 
162 — Focal points in Photoshop 6 

168 — Screen print effects in Photoshop 6 


Using the 
Liquify tool 


Create fluid distortions and effects using 
Photoshop 6's Liquify feature 


he Liquify feature is a new photos. A prime example is using Liquify 
tool added to Photoshop 6 to distort a person's face, as we've done 
which enables you to create here. Because the distortions are 
organic distortions and smoothly applied, the results look very 
displacements of images using an natural even if the image doesn't. 
intuitive Brush-based interface. In this tutorial, we'll walk you through 
You can use Liquify to perform simple the Liquify tool and show you just a few of 
and invisible cosmetic surgery on its many applications, both subtle and 
problem images, or create wild and surreal. Once you get up to speed, all you 


surreal effects and artwork from ordinary really need is your imagination. 
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Part 1: Making subtle changes 


Create a natural expression by using the Warp tool and a 
low Pressure setting to smoothly alter eyes and eyebrows 


Combining the 
Liquify tool 


Irisnit only faces that you can use 
the Liquify tool on — almost any 
image canbe made more 
extreme or surreal. It's also a 
g00d tool to combine with 
cloning tomove orremove 
portions of an image. 


The Liquify feature is extremely powerful and 

it's easy to create wildly distorted images using 
it. Before we go to extremes though, it’s worth 
looking at how it can be used more subtly. 


The eyes are very expressive parts of the face 

and the whole area around them is just as 
important. Don't overdo the warping - you'll find 
that tiny brush strokes can make a lot of difference 
to the expression. As you can see in this example, it 
is turning the image into a caricature. 


Now we can work on the eyes themselves. 

Again with just the Warp brush and Small 
brush strokes, begin to reshape the eyes. We've 
pushed them upwards and made them tighter. To 
do this, position the centre of the brush outside the 
eye and push towards it - this compresses the pixels 
in the fall-off area of the brush. 
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This is the image we want to modify. In this 
instance we want the girl's expression to be 
more extreme without making her look like some 
sort of alien, which it’s easy to do with the Liquify 
tool. First off, activate Liquify (Image menu). 


There are quite a few tools here, which we will 

explain in more detail later. The easiest tool to 
use, and the one you'll probably use most often is 
the Warp tool (top left). Set the Brush Size to 64 and 
Pressure to 50 and begin by gently pushing her 
eyebrows in towards the centre, and up at the ends 
to create more of a grimace. 


There is only one level of Undo in Liquify 

mode, but you can revert the image to its 
former state at any time by holding the Option 
key. Doing this will cause the Cancel button to turn 
into a Reset button. 


If you're happy with the results so far, you can 

click OK to apply the effect. You can go back 
into Liquify to make more changes or you can revert 
portions of the image to its original state using the 
History brush. Select the History brush, and make 
sure the snapshot at the top of the History palette 
has the source icon checked, then paint away. Here 
just the left-side has been reverted 


It's actually trickier than you might think to 

make small adjustments. The Large brush and 
50 per cent Pressure help to smooth the warp into 
surrounding pixels. You may find that reducing the 
pressure to 10 per cent or even less may help. Now 
use the same technique to reshape the nose, 
narrowing it a little and evening up the nostrils 


Here on the right is the final result of the 

Liquify tool on the image. The original is on the 
left. You can see that the expression is more 
extreme, yet the image still looks natural. 


Part 2: Creating a caricature 


Liquify is ideal for creating wild caricatures. 
Let's fire it up and have some fun! 


Distorted pixels 


You can coverup the stretched 
pixels from extreme distortions 
by cloning from a duplicate, 
undistorted image. 


Though you can use any image as a starting 

point this one is good because the face is 
quirky in its original state, making it easy to 
accentuate certain features. 


Each brush has a natural fall-off — a soft edge if 

you like, so that there is a smooth transition 
between affected and unaffected pixels. This has 
the side effect of compressing the pixels around the 
edge, so you tend to lose the eyelids. Increasing the 
Brush Size to Maximum helps. 


The obvious thing to do is to enlarge the eyes. 


To do this you can use the Bloat tool (fifth tool 
down) to magnify portions of the image. We set the 
Brush Size high (120) and pressed and held the tool 
over each eye. 


A bit of lateral thinking can also help. Use the 

Bloat tool set to around 30 then inflate the 
eyelids before you inflate the eye. You need to make 
sure you paint exactly in the centre of the lids: 
brushing the edges will cause them to shrink again 


(ninth tool down), which is just like Quick masking, 
to paint a mask over the eyeballs 


Another way would be to use Freezing and the 


With the eyeballs safely masked, use the Warp 
Warp tool. Here we have used the Freeze tool 


tool to tease out the eyelids and expand them. 
Use the Show Frozen Areas toggle in the View 
Options section of the interface to hide the mask 


Part 3: Shrinking 


The reverse action to magnifying is shrinking. We can use this to give our subject beady eyes 


Modifications 


Most tools can be modified by 

holding the Option key down. In 
this instance changing Bloat to 
Pucker or vice versa 


Big eyes are fine if anime’s your thing, but we 

can just as easily do the reverse. Reset the 
image, then choose the Pucker tool (fourth down) 
Set the size to 100 and brush to shrink the eyes 


Like the Bloat tool, Puckering causes a lot of 
unwanted distortion - this time it's stretching 
edge pixels. It’s easy to rectify this with the Warp 
tool, gathering up the stretches and getting the eyes 
back to their proper shape. 


We finished off the makeover with an elfin 
look, sharpening the ears and nose and 
widening the eyes. The Warp tool set at Maximum 

size is great for general reshaping of the face. 
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: Creating an animation 


An unusual use for Liquify is to create an animation from a still image 


Distorted pixels 


‘This image might be intended for 
use ona Web page, so it should 
be evensmaller. This is a good 
size to work at though - ifit's too 
small, making tiny changes in 
Liquify can be difficult. You can 
always resize it again later, 


Small changes 


The modifications are so slight 
that youmay not even be able to 
tell from the screenshots what 
has changed. When the whole 
thing is animated though, the 
motion is very apparent. 


Because you can smoothly distort images 

with Liquify, it makes it an ideal tool for 
creating animations. Since versions 5 and up of 
Photoshop come with ImageReady, you've got all 
the tools you need. Resize your image so that it’s 
about 700 pixels wide. 


Finally duplicate that layer and enter Liquify 

mode. Use Warp to make the final smile, not 
forgetting the cheeks and creases around the nose. 
If you are really fussy, you could also move the ears. 


Duplicate the Background layer and activate 
Liquify. We'll make a smile appear using the 

Warp tool. Begin with one side of the mouth, and 

also the nose, lifting them up very slightly. Click OK. 


Duplicate this layer, and activate Liquify again. 

We are building up the smile by working on the 
previously Liquified image. Now move both corners 
of the mouth and nose and also begin squeezing the 


eyes slightly. 


Now jump to ImageReady (the Jump to button 

is at the bottom of the toolbar). Creating an 
animation from the file is easy. First make sure the 
Animation palette is open (Windows>Show 
Animation). 


Press Play on the Animation palette to see the 

animation. To adjust the timing, Shift-select all 
the frames and click the pop-up next to the ‘0 sec’. 
Choose 0.2 as the timing and click Play. 


If you need to make adjustments to any part 

of the animation, jump back to Photoshop and 
apply the Liquify effect to the desired layer Here we 
have duplicated the top layer using Liquify to make 
a broader smile. Using Small strokes and a Large 
brush, work from the centre of the mouth out and 
up the cheeks towards the outer edge of the eye. 


Choose Make Frames From Layers from the 

Animation Options palette. ImageReady will 
create four frames displaying each layer in turn. So 
long as you've created the layers in order there 
shouldn't be any problem 


Jump back to ImageReady. To incorporate 
the new layer into the animation so that 
you can edit it manually, it's easier to delete frames 
1 to4 and choose Make Frames From Layers again 
You can then save the animation, or just preview 
it in your browser (ImageReady's Preview in 
Browser button). 


Part 5: Liquifying type 


The Warp Text tool is fine for creating regular distortions of type, 
but for a more organic look you can Liquify it instead 


Reconstruct button 


‘The Reconstruct button 
reconstructs the image via 
different algorithms chosen from 
the dropdown list. Each method 
results in a different outcome. 


BD Create some type in a new Photoshop 
document. Here, we've used the word Liquid 
with an ordinary serif face (New York) which tends 
to work well when distorted. 


The Twirl tools are directional: one goes 
clockwise, the other anti-clockwise. However 
by holding the Option key as you drag, you can 
toggle the direction of either tool, without releasing 
the mouse. 


The other option is to clean the edges of the 

text manually. Blur the text slightly (perhaps a 
Gaussian blur value of 1). Then you'll need to merge 
the text with a white background layer and use 
Levels to sharpen up the edges again. 


Change to another tool (the Liquify command 
is unavailable when the Text tool is active) and 

choose Liquify. You'll get a dialog asking if you want 

to rasterize the layer because Liquify only effects 

pixels. Click OK. 


Begin distorting. We found that the Twirl tools 
(second and third down in the Liquify toolbar) 
work well for distorting text in an organic way. The 
Warp tool tends to just stretch and blur the text. 


When you're happy with the result, click OK, 
The problem is that distortions of text can 
cause them to go very fuzzy. One option is to work 
‘on the text at a very high resolution. This won't slow 
down the Liquify interface though, because it uses a 
proxy image while you work. It will take longer to 
render the effect once you click OK, but you can see 
this text is much cleaner. 


To partially revert portions of the text to 

the original state, you can use the Reconstruct 
tool. This works like the other tools, you just drag 
to gradually build up, or in this case Undo the 
effect. Here the ‘q’ has been reverted using the 
Reconstruct tool. 
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Here's the finished text treatment looking 
B The Liquify interface does not support very surreal indeed. Liquify has been used 
zooming, so if you want to work up close on a on each letter in turn to add smaller details and a 
portion of the image, or text in this case, you can final Layer style has been used to complete the 
make a selection first. Here just the ‘d’ is selected. overall effect. 


“Pryn” (Marc Sasso) 


“My like and dislike of Photoshop is the 
same: it’s powerful and vast. You can 
use it foryears and only use 20 per 
cent...” Photoshop may be powerful, but 
so is the hardware that Jacey — 
otherwise known as Jason Cook — 
uses, namely a Silicon Graphics 
workstation 320 with 500MB RAM, and 
aG4. Jacey’s client list includes 
Motorola, BT, Lego and most book 
publishers, and he's now represented by 
an agent in New York and LA. Right now 
though, Jacey is also concentrating on 
personal work under the name Jaroslav, 
as pictured here. 


“Jaroslav1” (Jason Cook) 


“| like to combine photo reference and 
painting to give the piece a warm, 
realistic flair. As far as photo reference 
goes, | will go through heaven and hell 
to get what | need,” says New York- 
based artist Marc Sasso.” 


084 


NT 


TOOL AND TECHNIQUES Q SHAPE TooL 


Ilustration: Frank Bartucca [e] 


Using the Shape tools 


The Vector Shape tools have brought a new way of working with 
Photoshop. Luckily, if you can draw a Clipping Path, you're halfway 
there. Here's a little enlightenment on the other half... 


Expertise provided by Frank 
Bartucca ft] 01761 233324 
[e]bartucca@btinternet.com 
Photoshop 6is available pri 
(upgrade £147), ft] 

goto [w] www.adol 


revious versions of 

Photoshop have lacked the 

facility to draw vector-based 

shapes. Now that they've 
arrived, it’s great to be able to draw 
shapes of any description, but getting the 
hang of these new features can take a bit 
of practise. We've pulled the Shape tools 
apart to bring you just about everything 
you need to know, from basic drawing to 
creating and saving your own Custom 
Shapes ina library. 

Basically, a shape is made up of a 
Layer Clipping Path and a Fill layer. The 
Clipping Path provides the outline of the 
shape, and the Fill layer adds the colour. 
Shapes can be drawn by selecting one of 


the Shape tools in the Tool palette or by 
drawing with the Pen tool. Because 
shapes reside on a layer, you can change 
the content of the layer, turning a Shape 
layer into an Adjustment layer, which 
enables you to make colour adjustments 
using the shape as a mask. You can also 
apply Layer styles, such as Bevel and 
Emboss and Pattern Overlay. 

We're going to cover the basic drawing 
techniques new to Photoshop 6, showing 
you how to transform your shapes. We will 
be covering all the options available to 
the Shape tools, and show you how Shape 
layers interact within the layering system. 
We'll also show you how the new Path 
Component/ Direct Selection tools work. 
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Part 1: The basics 


Here we'll go through drawing basic shapes using different 
Shape tools, applying different options to each 


Duplication 
Alt/Option drag ona shape to 
duplicate it. 

Drawing from the 
centre 


Hold down Alt/Option to draw 
from the centre of a shape. 


b 
There are six basic shapes to choose from in - 

the toolbar. Pick the Rectangle tool, select By Now select the Ellipse tool from the Options B Select the Polygon tool. In the Options 
Create New Shape layer from the Options bar, then bar and Circle in the Options dropdown menu. dropdown menu, set the Indent Sides By 
select Square and From Centre in the Options Then click on the Subtract From Shape Area button option to 80 per cent, and check the Smooth 
dropdown menu. Draw a square from the centre of on the left of the Options bar. The circle will punch Indents box. Set the number of sides to 8 and hold 
the canvas. out of the square. down Alt/Option to draw from the centre. 


L 
| 4) Move on to the Line tool. Click on the Exclude To transform the line, Ctrl/Command-click on 
Overlapping Shape Areas button, then set the the line to select it, then check the Show 
Arrowheads to Width 1000 per cent, Length 500 Bounding Box in the Options bar. Pull one of the 
per cent and Concavity 50 per cent in the Options rotation corner points round while holding down Options bar to join all the shapes together. 
dropdown menu. Type in 20 for the Weight of the Shift to constrain the angles to 15° increments. Then _Click inside the shape area to select it, then click on 
line. Hold down Shift as you draw. The line appears click on the Tick at the end of the Options bar to the Subtract From Shape Area button in the Options 
in the opposite colour to the colour it overlaps. commit to the transformation. bar. Notice how the shape inverts with this setting. 


Now click on the Combine button in the 


Select the Pen tool and holding the Ctri/ B To draw a shape on a new layer, click the Tick 
Command, select the polygon. Then delete the in the right of the Options bar to discard the Shape layers act like normal layers and can 
point. Choose Add to Shape Area and check the shape, then choose the Freeform Pen tool. Choose have the same attributes applied to them. Set 
Auto Add/Delete and Rubber Band boxes. Delete another colour and draw your shape, making sure the Blending Mode to Multiply in the Layers palette. 
one of the points and draw a new shape using the you close the path at the end. Adjust any points by Then group this layer with the one beneath it by 
Pen. Click the Tick in the Options bar. holding down Ctrl/Command as you pull them. Alt/Option clicking between the layers 


Part 2: Transforming shapes 


There are several ways to manipulate and arrange shapes — here's a few of them 


Drawing paths 

When drawing paths, work with 
the Rubber Band button checked 
‘so that you can view the line as 
you are plotting points. 


Selecting shap 


‘To soloct a shapowhen using a 
tool other than the Pen tool, hold 
down Ctrl/Command and click 
‘onthe shape. 


| 1) Start by drawing a shape on a new layer by By Next Alt/Command click on one of the 
following step 1 in the Basics box. Then centre points, drag the point around, then 
Alt/Command click on the shape to select it and hold down Option too. As the point is moved, the 


check the Show Bounding Box box in the Options shape distorts and the effect is replicated on the 
bar. Then Alt/Command click on one of the corner opposite side of the shape. Hit Return to commit 
points and drag into the centre. to the transformation. 
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You can also transform shapes from the 
Options bar. Click on a point on the bounding = 
box to change the contents of the Options bar. Set B To duplicate a shape as you are transforming 


the Reference Point location to the bottom right of it, hold down the Alt/Option key as you 


the square in the Options bar. Type in 30 for drag one of the bounding box points. You can 
Rotation, -10 for Horizontal Skew and -20 for then hold down the Ctrl/Command key to increase 
Vertical Skew. Press Return. the distortion. 


To add Perspective, click on one of the points 
of the bounding box, then Control-click on the 
canvas and select Perspective from the pop-up 
menu. Then pull one of the corner points around. 
Press the Command key at certain times to distort 
the perspective further. Click on the Tick to commit. 


Groups of shapes can be arranged in various 

alignments on the canvas. Select a group of 
shapes by drawing a marquee around them. The 
Alignment controls become active in the Options 
bar — there are six alignment and six distribution 
buttons. Click each one to see the effect. 


Part 3: Saving Custom Shapes 


You can build entire libraries of your own Custom Shapes if you want to 
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The Custom Shapes Picker is in the Options B With your shape selected, choose Edit/Define 
bar. It list the current available set of shapes. Custom Shape. Then give your shape a name 
To add your own to this library, first draw a shape in the Shape Name window. The shape is added to 
you're happy with. the current selection in the Options bar. 
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Now to save your shape as part of the current 
MY library or as. a new one. Click on the arrow in 
the Custom Shapes Picker, then select Save Shapes. 
Rename and save it in the Custom Shapes folder in 

Presets in the Photoshop folder. 


Part 4: Changing the content of a Shape layer 


Here we show you how to convert Shape layers to Adjustment layers 


Aligning shapes 
You can only align shapes that 
appear on the same layer. 


Marching ants 

‘To make @ selection froma 
‘shape, Ctrl/Command-click on 
the Layer Clipping Path 
thumbnail and the paths are 
converted to marching ants. 


| 1) Draw a shape on a new layer and place this —- To turn the Shape layer’s Clipping Path off, 
layer over a layer containing an image. Then By Now with the shape selected, click on the Ctrl-click on the Layer Clipping Path 
choose Layer/Change Layer Content/Invert. This Subtract From Shape Area button in the 


thumbnail. Then choose Disable Layer Clipping Path 
from the pop-up menu. Now the effect of the 
Adjustment layer covers the whole canvas. 


changes the layer content to the one of the chosen Options bar. This inverts the Shape’s Layer Clipping 
Adjustment layers. Path to produce the opposite effect. 


Part 5: Using the Selection tools 


The Path Component Section tool and the Direct Selection tool are new to Photoshop 


Select a shape from the toolbar, then click on 
the Create a New Work Path button in the 


Ctrl+Alt/Command+Option-click and drag on 


Options bar. Draw your shape, then choose the Now choose the Direct Selection tool and click S ‘one the anchor points to release its Direction 
Path Component Selection tool from the toolbar. ‘onan anchor point on the path. Youcan move _ points. Now Ctri+Alt/Command+ Option-click on 
This tool selects the whole path by dragging over or _ this point independently, or several points at a time one of the Direction points to move it in 


clicking on the path. by Shift-selecting more than one. independently. 


Part 6: Layers from paths, colours and styles 


Create a Shape layer from a Work Path, change the colour and add a style 


_ eee! : 
Make an enclosed Clipping Path with the Pen - Last, apply a style to your shape by 
tool, then choose Layer/New Fill layer or New To change the colour of the fill, double-click Ctrl-clicking to the right of the Layer Clipping 
Adjustment layer to turn the path into a Shape layer. on the Layer thumbnail in the Layers palette to Path thumbnail in the Layer palette. Choose 
Here, we've selected Solid Colour from the New Fill bring up the Colour Picker. Choose a new colour Blending Options from the menu to open the Layer- 
layer dropdown menu. and click OK. 


style dialog box - we've used Pattern Overlay. 
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Filters and effects 
in Photoshop 


Mlustration: Anthony Robinson [e] 


Filters and effects can enhance or demolish an 


image but knowing how to use them can take the 


uncertainty out of creating the results you're after... 


ne of the great things about 
Photoshop is the number of 
filters and effects that it has as 
standard. You will probably never 
use a large number of them but it is still a 
good idea to know what they do anyway. 

The idea behind the tutorial is to explore the 
capabilities of some of the filters and find out 
which filter is best for which effect. 

As always. everyone has different ideas 
about what art is. and you will no doubt have 
your own opinions about what does and 
doesnt look good. Many designers feel that 


Tutorial 


the use of filters and effects can make or 
break an image. Use them too much and they 
make the results can look cluttered and 
messy, but use them just the right amount and 
they can enhance an image. 

Itis also possible to buy additional filters 
such as Kai's Power Tools and download 
freeware and shareware filters from the 
Internet. We've used some of these additional 
filters and effects here. The quantity of filters 
available to Photoshop means that there is 
only enough space within this tutorial to 
demonstrate a handful of them. > 
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: The background 


The first part of this tutorial will form the background of the image. 
We will need to use a number of different filters to create this 


Duplicating light 
sources 

While in the Lighting Effects: 
dialog box hold down the Alt key 


and click and drag a light source 
to duplicate it. 


Perfect circle 


Hold down the Shift key while 
Using the Elliptical Marquee toot 
~ this will help you to create a 
perfect circle. 


Open the Background image and then select 

Lighting Effects from the Filter pulldown menu 
and Render submenu. We want to use a cluster of 
lights to create the impression of an unevenly lit 
background. A new light source can be created by 
clicking on the Light bulb icon below the thumbnail 
of the image and dragging it to the thumbnail. 


Make sure that the Light Type is set to Spot 

light while the Intensity is roughly halfway 
between the middle and full. When you are happy 
with the lighting effects, click OK. 


Open the Geometry image and paste it into 

the Background image. This can be done by 
selecting the image and then, while holding down 
Alt + Command/Ctrl, dragging it in. 


Create a new layer by clicking on the New 


Select the new layer and fill it with a black 
foreground colour. 


Open the Geometry 2 image and paste it 

in by following the procedure in step four. 
Set the Opacity to 68 per cent and then repeat this 
step with the Round Lines image. The Opacity on 
the Round Lines image should be left at 100 per 
cent though. 


Open the Blurred Photograph image and 

erase the centre of it with the Eraser tool. 
Select the rest of the image and paste it into the 
background image. Using the Eraser tool once 
more, erase most of the hard edges. 


Layer icon at the bottom of the Layers palette. 
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Go to the Filter pulldown menu and select 
Motion blur from the Blur submenu. The 
Distance should be set to at least 200 pixels. 
Change the angle until you have the desired result 
before clicking OK. 


Go the the Filter pulldown menu and select 

SolarCell from the Flaming Pear submenu, This 
filter can be downloaded from a link on the 
coverdisc. Experiment with the settings until you 
have a Starburst shape and then click OK. Set the 
Blend mode to Luminosity and then remove the 
edges of the Starburst using the Eraser tool. 


Select the Blurred Photograph image and 

about an inch to the right as well by using the 
Rectangle Marquee tool. Go to the Filter pulldown 
menu and choose Radial blur from the Blur 
submenu. Make sure that the amount it is to be 
blurred by is quite high, the Blur method is set to 
Zoom and the Blur Centre is lined up with the centre 
of the actual image. The Blur Centre can be adjusted 
by clicking and dragging in the box. Click OK and 
then change the Blend mode to Hard light. 


Part 2: The plugs 


Fitters AND EFFECTS Q TOOLS AND TECHNIQUES 


In this part, we will create the two plugs. We will also remove the 
original cables from the plugs and replace them with Wire frame pipes 


Reproducing filters 


If you want to reproduce the: 
Previous filter, all you need to do 
ispressthe Command/Ctrl + F. 
This will duplicate the last filter 
and all of its parameters. 


Open the Plug image and using the Magic 

Wand tool with the Tolerance set to 8, select 
the background. Go to the Select pulldown menu 
and select Expand from the Modify submenu. Type 
in 2 and then click OK 


Invoke the Colour Balance dialog box by 

pressing Command + B. Increase the green 
and blue balance before clicking OK. Try to 
remember how much you adjusted the colours: you 
will need it later on. 


Link the plug and the pipe layers together by 
clicking on the box next to the Visibility icon of 
the layer you are not working on. This will make 
moving them around much easier. If they don't look 
like they are coming out of the centre of the 
Starburst created in step six of part one, then itis a 
good ide to move them now. 


Hold down the Shift + Command/Ctx + letter 


‘I’ to inverse the selection. Next, use the Pen 
tool to select the cable. We want to remove the 
cable from the plug, giving it the appearance of 
never having a cable. Push Alt + Command/Ctrl 


while clicking on the Work path in the Path palette. 


This removes the cable from the selection 


While holding down the Command + Alt, drag 


to plug into the main image. Open the Pipe 


image and paste it in as well. Press Command + T to 


Free Transform the pipe. Position it so that it gives 
the impression it is coming from the plug and then 
press Return 


Duplicate the plug and the pipe layers by 

holding down Ctrl while clicking on the layer 
you want to duplicate. Select Duplicate Layer and 
then repeat this for the other layer. Drag both of the 
layers to above the original layers: making sure that 
the pipe layer is at the top. 


Using the Clone tool, find an area of the plug 

that has the same tone as where the cable 
came from. Hold down the Alt key and click on the 
chosen area. Let go of the Alt key and paint over the 
remaining cable near to the plug. 


D Adjust the Colour Balance of the pipe to 
roughly the same as the plug. Using the Eraser 
tool, randomly remove parts of the pipe. The Blend 
mode for the pipe should be set to Difference. 


Link the new layers together and then 

select Flip Vertical from the Edit pulldown 
menu and Transform submenu. Select Free 
Transform which can also be found in the Edit 
pulldown menu and then scale the plug and pipe 
down before pressing Return 
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: Extra detail 


In this step we are going to create extra detail and definition to the area 
around the plugs. We will also add the circles to the centre of the image 


Nudging layers 


Hold down Command and 
press one of the arrow keys. 
This will nudge the whole layer 
one pixel in the direction of the 
arrow pressed. 


Create a new layer and then, if you've got 

KPT5, select a rectangular area covering both 
plugs and pipes. Then use KPTS5's Orb-It filter to 
produce a number of three dimensional balls. If you 
have used KPTS5 then you do not need to do the 
next step. You can still create these balls even if you 
do not have KPTS. Use the Elliptical Marquee tool to 
select a series of circles. To create the second, third, 
fourth and so on, circles hold down Shift while 
doing so. 


Duplicate the layer and select all of it by 
pressing Command + A. Go to the Filter 
pulldown menu and select Radial blur from the Blur 

submenu. Set the Blur Method to Zoom, then 
change the Blur Centre so that it corresponds with 
the centre of the Starburst, then click OK. 


Press Command + A to select all of the circles 
and then click on the Divide tool which can be 
found in the Pathfinder palette. Deselect the image 
before picking the Direct Selection tool. Select the 
line inside one of the small circles and press delete to 
remove it. Repeat this with the other small circles 


Fill the circles with a light bluey-grey colour 
before invoking the Blending Options dialog 
box. This can be done by clicking on the layer while 
holding down the Control key. Drop Shadow and 
Bevel and Emboss should be checked. Adjust the 
settings until the circles look like they are 
three-dimensional then click OK. 


Go the the Image pulldown menu, Adjust 

submenu and then Levels. This can also be 
done by pressing Command + L. Bring the far right 
and far left input levels on the RGB channel closer 
together to increase the contrast of the layer. Click 
OK and then change the Blend mode to Hard 


Select all of the circles again and use the Free 

Transform tool to change the perspective and 
distort the circles. When transforming the circles, 
hold down the Command + Alt. Making sure the 
circle is still selected, press Command + C to copy it 
before returning to Photoshop 
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Load the selection of the first plug and its pipe 

by holding down Command while clicking on 
both of the layers. Making sure that you are still on 
the Circle layer, use the Eraser tool to carefully erase 
some of the circles to give the impression that they 
are in front of and behind the plug, Then set the 
Blend mode to Hard light. 


B Go to Illustrator and create a circle while 

holding down Shift + Alt to create a perfect 
circle that is drawn from the centre rather than the 
edge. Make sure that Fill With Colour is switched off 
and that Stroke is on with the Width set to 1 point. 
Draw three or four smaller circles, making sure their 
centres are on the line of the bigger circle. 


B Press Command + V to paste it into 
Photoshop. When the Paste dialog box 
appears, tick to paste as pixels and then click OK. 
Hold down the Shift key while scaling from one of 
the corners. When you are happy with the size and 
positioning of the circle, press Return. Repeat this 
step as many times as you think necessary. 


: A hot finale 


In the final part we will add all of the fire and 
flames that complete the image 


Selecting tools 


Hold down the Alt key while 
selecting a tool from the Tool 
palette. This will enable you to 
toggle between the different 
options selectable forthe one 
you have selected. Forexample 
the Marquee tool has a number 
of different options such as the 
Rectangular Marquee and 
Elliptical Marquee. 


Open the Smoke image and with the Airbrush 

tool selected, press Q to enable you to use the 
Quick mask. Softly mask over the selected area. 
Press Q again to exit the Quick mask. 


Create a new layer in the Channels palette. 
Using the Gradient tool with the Radial 
gradient selected, draw a line that starts where the 

two guides meet. Experiment with how far the 
gradient should go. Hold the Command key while 
clicking on the new layer to load the selection. 
Change the Colour Balance to an orangey-red. 


Load the selection from the Ring layers while 

remaining on the Fireball layer. Use the Eraser 
tool to gently erase some of the fire. This will give 
the effect of the lines going into the fire. 
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Select any Marquee tool and then, while 

holding down Command + Alt, drag it into the 
main image. Go to the Edit pulldown menu, 
Transform submenu and then Flip Horizontal, then 
use Free Transform, which can also be found in the 
Edit pulldown menu. Hold down the Shift key to 
enable you to rotate it by exactly 90 degrees. When 
you are happy with the position, press Return. 


Use the Quick mask again to select the top of 

the smoke. Then select Mosaic from the Filter 
pulldown menu and Pixelate submenu. Set the Cell 
Size to a small amount, just enough for it to look 
pixelated, then click OK. 


Return to the Quick mask and select some of 

the flames, then, after exiting the Quick mask, 
press Command + H to hide the selection. Change 
the Colour Balance of the selected flames to give 
them a reddish colour. Click OK. 


B Change the Colour Balance to a greeny-blue 
colour and then use the guides to mark the 
bottom right-hand corner of the Smoke image. 

To use the guides, press Command + R to bring up 
the rulers, then click and drag from the rulers to 
produce guides. 


Open the Fireball image and paste it in. 

Position it in the centre of the Starburst. You 
may want to rotate it a little bit, but if you do, it 
won't need rotating much. 


Finally, open the Flames image and paste it into 

the main document. Set the Blend mode to 
Hard light and then, using the Eraser tool, erase any 
of it that you feel is necessary. The last step is to 
change the Opacity to 90 per cent. 
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9 New text options 


Using type in Photoshop has never been so easy, 
but with a little help, you'll find it even easier 


his tutorial is designed to 
give you a general overview 
of the way Photoshop 6 
handles text. You will be 
guided through the most important new 
features and how to make best use of 
them. The text handling capabilities in 
Photoshop 6 have been improved, 
replicating some of the methods familiar 
to vector-based programs in order to 
enhance its handling and output. 

Over the next three pages, we'll show 
you how get to grips with handling type in 
Photoshop 6 — starting with the basics of 
typing in text and handling text within a 
bounding box, progressing to setting up 


Paragraph and Character styles, moving 
onto some of the more advanced features 
like Hyphenation and Justification. We'll 
also show you how to convert text to Paths 
and Shapes, and explain how kerning and 
tracking work. 

The old style of working through a 
dialog box has been replaced by typing 
directly on to the canvas, which makes 
editing a lot easier. The main new features 
we'll be looking at are the Paragraph and 
Character palettes which hold all the 
formatting options. We will be dealing 
with these in some detail ina series of 
tutorials to help you understand all their 
various functions. 


Mlustration: Frank Bertucca [e] bartucca@btinternet.com 


Part 1: The basics 


Photoshop 6's text capabilities have improved dramatically. We'll run 
through the basics here to show you how easy handling text can be 


Altering font size 

You can decrease or increase 
the fontsize by 2 point 
increments by holding down 
Command+Shift and pressing , = 
or. [PC:Shift + Ctrl+<>] == 
Original status = 
Pressing Command+. while in 

mid-transformation of text will 
reset it to its original status. 
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Now we'll look at the context sensitive Options The other way of getting text on to your 

canvas is in a bounding box. With the Text tool 
selected, discard the previous Text layer, then draw a 
box and type in some text on the new Text layer. 
This is called Paragraph text. 


Begin by creating a new document. Select the 

Text tool, click on the canvas to create a new 
Text layer, then start typing. This is called Point text 
— the text just carries on along one line. 


bar at the top of the screen. This holds the 
different options for font, style, size, alignment, 
colour and so on. Select a word and change the font, 
style and colour using this bar. 


4 Text in a bounding box is more flexible as it Now with the text in its original position, hold B Command-click on the centre point in the 
can be transformed by dragging the anchor down Command as you pull one of the side bounding box, then drag it outside of a corner. 
points. Rotate the text by pulling one of the corner points around to form a trapezoid shape. Try Rotate the text by pulling round one of the corner 
points round. Hold down the Shift key to lock the holding down Command+Option to see the effect points and notice how the box pivots from the point 
rotation every 15°. originate from the centre of the text box. wherever it is placed. 


Part 2: Text conversion 


You can convert text to Shapes and Paths to 
create versatile Masks and Clipping Paths 


Text can also be converted to Shapes by the 
same process, Layer>Type>Convert to Shape. 


To convert Point text to Paragraph text, or Text can be converted to a Work Path by 


vice-versa, select the Text layer, then choose choosing Layer>Type>Convert to Work Path. 


Layer>Type>Convert to Paragraph>Point Text. 
Make sure when converting Paragraph text to Point 
text that all the text is visible in the bounding box or 
it will be deleted. 


Then to create a Layer Clipping Path, choose 
Layer>Add Layer Clipping Path>Current Path. By 
placing the Layer Clipping Path on to an image 
Layer, you can create illustrative text. 


Now you can manipulate individual letters and use 
the options available to Shapes to intersect, add or 
combine the text to make funky typographic 
effects. The text becomes uneditable at this stage. 


Part 3: Warp factor 


The Create Warped Text button is a very flexible text distortion tool. 
Here's a quick guide to creating some simple effects 


Selecting text 
Double-clicking on a Text layer 
in the Layers palette will 
automatically select the text. 


Unwarping text 
Tounwarp text, select the Text 
‘tool, then the Text layer, click on 
the Warp button and choose 
None in the Style pop-up menu, 


BD Warped Text button in the Options bar. There 


are 15 styles, with sliders to adjust the percentage of 


Bend, Horizontal and Vertical distortion. The Bulge 
style gives a good Spherize effect. 


By adjusting the Horizontal or Vertical 
Distortion in any of the styles, without any 
Bend, you can get a good Perspective effect. Here, 
we've chosen a Vertical Arc Lower style with the 
Vertical Distortion set to 100 per cent. 


By selecting the bounding box of the text to be 

warped, you get a preview of the shape of the 
distortion. This gives you greater control over the 
desired effect. Remember, text stays editable even 
with the Maximum Distortion applied. 


Part 4: Paragraph and Character settings 


Here you'll learn how to deal with larger quantities of text, 
setting up Paragraph and Character styles 


Line breaks 

Photoshop 6 allows you to deal 
with your text using two options 
in the Paragraph palettes 
dropdown menu: the Single-line 
Composer and the Every-line 
Composer. The Single-line 
Composer deals with one line 
of text at a time, giving you 
manual control over line breaks, 
whereas the Every-line 
Composer looks at the whole 
text, so evenly spacing the text 
to look more attractive. 
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BD First make sure you have several paragraphs of 
text in a bounding box. Then click on the 
Palettes tab in the Options bar to open the 
Paragraph/Character palette. Next, with the 
Paragraph tab in front, select Every Line Composer 
from the menu located in the arrow on the right. 


‘Coherence withthe loss ofthat evil fend, but is stil c 


a word or letter and click on the Character tab 
Now change the font, style, size and select All Caps 
in the dropdown menu. 


Next, select all the text by dragging the Text 

tool over it or by pressing Command+A/ 
{Ctrl+A/]. Then in the Paragraph palette, set the 
first Line indent to 10pt in the Indent First Line text 
box to show where the paragraphs begin. 


Now with a single letter selected, change the 

Vertical and Horizontal scale to 200 per cent. 
This increases the height and width of a character to 
a maximum of 1000 per cent in either direction. 
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Now type 10 in the text box below the Indent 

First Line one. This adds a space before each 
paragraph. The text box to the right of this adds a 
space after each paragraph. 


<— 
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B Adrop cap style has been created here by 
selecting the first letter of a paragraph and 
setting the Vertical scale to 400 per cent, Horizontal 
scale to 300 per cent, the Baseline Shift to -25 and 
an Underline in the Character palette. Then, setting 
the Left Indent to 35 and the Indent First Line to -40 
in the Paragraph palette. 


Part 5: Hyphenation and Justification 


These two dialog boxes offer further control over large amounts text 


Deactivating text 
Clicking on the Tick boxin the 
Options bar will commit to any 
text changes in progress and 
deactivate the text. 


Original settings 

When setting Paragraph and 
Character styles in a document, 
these become the default for any 
new text then typed in. To 
restore the palettes to their 
original settings, select Reset in 
the dropdown menus before: 
typingin any new text 


s Cally or 


manuall 
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1] To adjust hyphenation manually, first make 
sure No Break is unchecked in the Character 

dropdown menu. Then select Hyphenation in the 

Paragraph palette. Here you can set the length of 

words to be hyphenated as well as how far in the 

word the hyphenation takes place. 
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Justification is also found in the Paragraph 
menu. This handles Word and Letter Spacing, 
and Glyph Scaling (see margin note). There is a 
Minimum, Desired and Maximum amount for each. 
Auto leading is also set here. The Letter Spacing is 
forced to -100 by setting the Minimum, Desired and 
Maximum settings to the same amount. 


Hyphenation and Justification can be applied 
to a single paragraph or the entire text in a 
bounding box, depending on whether the cursor is 
sat in a paragraph or the whole text is selected. This 
allows you to set up different styles for each 
paragraph within the same bounding box. 


Part 6: Kerning and Tracking 


How to alter the space between characters and words for cleaner-looking typography 


B Kerning adjusts the uneven spaces created by 

some character pairings. Here, the top word is 
set to Metrics (Auto-kerning) in the Paragraph 
palette. The bottom word is kerned manually, the 
space between the ‘A’ and the ‘w’ is set to -120. 
The space between the ‘w' and the ‘a’ to -50, and 
the space between the ‘a’ and the 'y’ to -25. 


Tracking deals with the spacing across a range 

of letters. The spacing remains equal 
throughout. Tracking can be set manually for 
individual words, groups of letters, paragraphs or 
whole boxes full of text. Select the text you wish to 
adjust and type in an amount in the text box in the 
Paragraph palette. 
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Fractional Widths is the default setting for 

spacing between characters. When small font 
sizes are displayed online, some letters may run 
together. To fix this, choose Fractional Widths from 
the Character dropdown menu to insert whole 
pixels in-between characters. 


Part 7: Some extra bits 


Here are a few other features to rotate and tweak text 


Manual hyphenation 
No Break, in the Character 
palette makes words wrap, This 
has to be deactivated to set 
hyphenation manually. I . 
Character widths at me, Just 
Glyph Scaling refers to the 
character width. At 100 per cent 
the character is untouched, 50 
per cent would squeeze the 
character by that amount, 200 
per cent would expand by the 
same amount. 


work here" | 


BD Hanging punctuation makes all quotation 
marks, comas, hyphens, and so on, appear 
outside the margins. To use this feature, make sure 
your text is in a bounding box, then select Roman 
Hanging Punctuation from the Paragraph palette 
dropdown menu. 


Vertical text can be rotated to read either with 
the characters upright cascading downward or 


with the characters at 90° reading normally. Select 
the Rotate Character function which is found in the 
Character palette dropdown menu. 


Cs 
The orientation of text can changed from 
Vertical to Horizontal and vice-versa. With the 
Text layer selected, choose Layer/Type/Horizontal 
or Vertical. Note the Rotate Character function only 
works with vertical text. 
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1207 833 8268 [e] organise@easynet.co.uk 


Mlustration; Anthony Robinson at The Organi 


n this tutorial we work 
extensively with Blend modes 
and we also explore some of 
the new features of Photoshop 
6.As always, experimentation is the key 
to a good image and the only way to 
make your work more yours and less run 
of the mill. 

Often when working ona piece of 
artwork for a client, a designer 
experiments with different effects and 
image styles so that every image suits 
each client. Sometimes these 
experiments do not work at all, but other 
times they work perfectly. Each image is 
different and something that works well 
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Working with 
Blend modes 


We guide you through some of Adobe 
Photoshop's features, explain the Blend 
modes and encourage you to use them 
yourself in your own way... 


in one doesn't necessarily work wellin 
the next. This is one of the beauties of 
Photoshop: it is such a versatile tool that 
the possibilities really are endless. The 
idea behind this tutorial is to guide you 
through some of Adobe Photoshop's 
features, explain the Blend modes and 
encourage you to use them yourself in 
your own way. > 


Expertise provided by Anthony Robinson 
= | __atThe Organisation ft] 0207 833 8268 


fel organise@easynet.couk 


Files on disc 


Tutorial files are on the cover CD in the 
folder 
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: Creating the image 


We'll start with the White Dots image and paste 


in other images from the CD 


Quick zooming 


To quickly 200m in or out of an 
image without changing the toot 
youare using, hold down the 
space barand the Apple key to 
zoom in, and the space bar 
+Apple+Alt keys to zoom out. 
Double-clicking on the Zoom 
tool takes the image back to 
100 percent. 


Opacity 
By pushing the numeric keys 
while using any of the Painting 


tools, you can change the 
Opacity of whatever you are 
applying. This also works with 
the Cloning tool 


Open the background image along with the 

White Dots image. In the White Dots image, 
select it all and paste it into the background image 
by holding down the Ctri/Apple and Alt/Option 
keys while dragging it in. Once you have pasted it 
in, change the Opacity to 50 per cent and the Blend 
mode to Screen: this gives an effect similar to 
printing two negatives at once in photography. It 
also removes the darker tones. 


4] Open the White Blocks Set 2 image and paste 
it into the bottom-left corner of the main 
image. Select the Gradient tool before creating a 
new Alpha channel. From just above the middle of 
the Alpha channel to approximately two thirds 
down, draw a vertical line while holding down the 
Shift key to keep the line straight. Press the 
Ctrl/Apple key and” to return to the RGB mode 
before pressing Delete. Change the Blend mode to 
Hard light and the Opacity to 50 per cent. 


Open the Clouds image and use the 


Duplicate the White Dots layer and reduce the 

Opacity of the duplicated layer to 40 per cent 
Apply a Motion blur which can be found in the Blur 
submenu of the Filter pulldown menu. Make sure 
that the Motion blur’s direction is set to horizontal 
and blur the white dots until streaks are visible. 


Fy Open the Stripy Lines image and paste it into 

the main image. Make sure the top of the 
Stripy Lines image is in the middle of the main 
image. Select the layer by holding down the 
Ctrl/Apple key while clicking on the layer 
thumbnail. Create a new Alpha channel, with the 
Gradient tool selected. Draw a line upwards from 
the bottom to the middle of the selection. Return to 
the RGB mode before deleting the selection, Press 
Delete as many times as you feel necessary to create 
a smoothly-erased gradient. Set the Blend mode to 
Luminosity: this retains the hue and saturation of 
the previous layers while also applying the luminous 
quality of the blending pixels. 


Open the Rough Texture 1 image and then 
press the Ctrl/Apple key and B to bring up the 


Quickmask and an Airbrush to select an 
individual cloud before pasting it into the main 
image, making sure it fills the the bottom half 
Select the Gradient tool and erase the top of the 
clouds using the method shown in step 4. Change 
the Blend mode to Hard light 


Colour Balance dialog box. Adjust the Colour 
Balance to give the texture a red-orange colour 
before pressing OK. Paste it in and erase the top 
using the method shown in step 7 but leave the 
Blend mode on Normal for the moment. Now you 
can change the Blend mode to Hard light 


Open the Blue+Red Texture image and paste it 
into the top left-hand corner of the main 
image. Next, open the White Blocks Set 1 image 
and again paste it in. Partially erase the right-hand 
centre of the white blocks. Set the Blend mode to 
Hard light but leave the Opacity at 50 per cent. 


B Duplicate the previous layer and then press the 
Ctrl/Apple key and T to Free Transform the 
layer. Hold down Shift while rotating the image 90 
degrees clockwise. When you are happy, press 
Return. Make sure the Blend mode is set to Colour 
Dodge to brighten the layer. The Colour Dodge 
Blend mode has no effect on black. 


Open the Rough Texture 2 image and paste it 

into the bottom left-hand corner of the main 
image. Select the Eraser tool and a soft edged brush. 
Remove the top and right-hand edges of the 
texture. Finally, set the Blend mode to Overlay. The 
Overlay Blend mode superimposes the layer onto 
the lower layers: preserving the highlights and 
shadows of the lower layers. 


: Duplicating layers 
The next step is to create a textured background by layering, 
rotating and altering images... 


Arrow keys 


Hold down the Ctrl/Apple key 
and press one of the arrow keys. 
This nudges the whole layer one 
pixel in the direction of the 
arrow pressed. 


Selecting options 


Hold down the Alt/Option key 
while selecting a tool from the 
Tool palette. This enables you to 
toggle between the different 
options selectable forthe one 
you have selected, For example 
the Marquee tool has a number 
of different options such as the 
Rectangular Marquee and 
Elliptical Marquee. 


Open the Messy Scan image and paste it into 

the bottom half of the main image before 
setting the Blend mode to Hard light. Use the Eraser 
tool with an Opacity of 60 percent and a soft edged 
brush to erase the top of the image. Then reduce 
the Eraser tool's Opacity to 30 per cent before 
randomly erasing parts of the right-hand quarter of 
the Messy Scan image. 


Open the Roller Track Drawing image and 

paste it into the right-hand side of the main 
image before duplicating the layer. Create a new 
action in the Actions palette. Set the function key 
then F9 then click Record. Press the Ctrl/Apple key 
and T then click and drag the central orientation 
point to the right of where the stripy lines finish. 
Grab any corner of the transformation box and 
then, while holding down the Alt/Option and Shift 
keys, reduce it to approximately 80 per cent before 
pressing Return and stopping the action. 


Load the selection of the Layer mask and then 

create a new layer. Fill the selected area with a 
blue-green colour before deleting the original layer. 
Use the Rectangle Marquee tool to select a 
randomly sized rectangle. Hold down the Ctrl/Apple 
key and click inside the rectangle. Drag it, while 
holding down the Shift key, to slightly offset the 
lines. Repeat this with different sized rectangles. 


Duplicate the layer that you have just scaled 

down. Press F9 to scale down the duplicated 
layer. Repeat this step twice and rearrange the 
layers to reverse the order that they are in, then 
merge them all down to one layer. Next erase the 
centre and top left-hand side of the layer. 


Duplicate the layer and then rotate it 90 

degrees before turning the duplicated layer 
off. Use the Eraser tool with an Opacity of 80 per 
cent and a soft edged brush to erase the middle of 
the lines. Switch the duplicated layer back on and 
then erase the right-hand side before reducing the 
Opacity of both layers to 90 per cent. 


Open the Crosses image and paste it into the 
main image, making sure that the crosses fill 
the middle third of the image. 


Bueno Mopves 0 Tools AND TECHNIQUES 


BE) Duplicate the Blue+Red Texture layer and 
then move the duplicated layer to the top of 

the Layers palette. Rotate the layer 90 degrees 
counter-clockwise before placing it at the bottom of 
the main image. Reduce the Opacity to 70 per cent 
and set the Blend mode to Multiply. This darkens 
down the colour except where it is white —it is a bit 
like looking at two transparency slides sandwiched 
together on a light box. 


Select the Rectangle Vector tool and, in the 

Layer Style palette, click on image effects 
before selecting the first layer style. Draw along, 
narrow vertical rectangle that is slightly longer than 
the image. Hold down the Ctrl/Apple+Alt/Option+ 
Shift keys while clicking inside the rectangle and 
then dragging it to create another one. Repeat this 
five or six times then click and drag over them all to 
select them before clicking the tick box 


Duplicate the vertical lines layer and select 

Skew from the Transform submenu of the Edit 
pulldown menu. While holding down the 
Alt/Option key, click and drag the top left-hand 
corner down until the line is at a 35 to 45 degree 
angle from the right-hand corner. Press Return and 
then use the Motion blur. Set the Motion blur to 
Vertical to make the lines look streaky. Click OK 
then set the Blend mode to Luminosity. > 
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: Adding a focal point 


Pasting in the Photoshop Screen image gives the composition a 
central point around which to base other elements... 


Perspective 


When scalinga selection, 
hold down the Ctrl/Apple+ 
Alt/Option+ Shift keys while 
grabbing the corner. This enables 
you to change the perspective of 
the image, 


Toolbar 


Tohide the toolbar, press the Tab 
key. To bring it back, all you need 
todo is pressthe Tab key again. 


Select the Type tool, a pale green colour and 

type in ‘system error’, Rasterize the text by 
holding down Control while clicking on the layer 
thumbnail and select Rasterize Layer. Use the 
Rectangle Marquee too! to select half of the text. 
Hold down the key and click inside the rectangle, 
then hold the Shift key while dragging it to offset 
the selected part of the text. Repeat this step for the 
other text but remember to rotate it 90 degrees and 
position it along the bottom vertical line. 


Select Grid from the Show submenu of the 
View menu then go to the View menu again, 
this time to select Grid from the Snap To submenu. 
Use the Vector Line tool to draw a horizontal line, 
while holding down the Shift key, across every other 


grid line. Duplicate the layer and rotate it 45 degrees 


then link both layers before merging them down 
This automatically rasterizes the vector lines. 


Use the Marquee tool to select a square 

starting from the bottom corner and finishing 
at the opposite side. Select Radial blur from the Blur 
submenu of the Filter pulldown menu. Position the 
blur centre to correspond with the position of the 
eye. Set the blur amount high to give it an extreme 
effect and then make sure the Zoom mode is 
selected, then click OK. 


Open the Numbers image and paste it in, set 

the Opacity to 70 per cent then duplicate the 
layer. Scale the duplicated layer from the centre by 
holding down the Shift and Alt/Option keys while 
dragging from one of the comers. Repeat this twice 
and then link all of the layers together. Select top 
edges from the align linked submenu of the Layer 
pulldown menu. Merge the layers into one and set 
the Blend mode to Hard light. Duplicate this layer 
and position it at the bottom of the image. 


Select roughly the same area shown in the 
screengrab by using the Airbrush and the 
Quickmask. Exit the Quickmask and press Delete. 


If the light streaks do not appear bright 

enough, duplicate the layer. Repeat this until 
you are happy with the brightness. Set the Blend 
mode to Hard light and the Opacity to 70 per cent 
onall of the layers 


Open the Photoshop Screen image and paste it 

into the right-hand side of the main image. 
Select Distort from the Transform submenu of the 
Edit pulldown menu. Distort the image to give the 
image the impression of perspective. Load the 
selection of the roller tracks drawing layer then, 
while still on the Photoshop Screen layer, erase parts 
of the selected area. 


Create a new layer and, using the Paintbrush 

tool, draw a series of green circles. The 
circles need to concentrate around the bottom and 
left-hand side of the Photoshop Screen layer. 


DB Open the Boxes image and paste it into the left 
of the image. Use the Lasso tool to select the 
boxes and then, while holding down the * and 
Alt/Option keys, drag the boxes to duplicate them. 
Next you can rotate and scale them down, 
repeating this three or four times. Deselect and, 
using the Eraser tool which has a soft edged brush, 
partially erase the boxes that cover the eye. Finally 
reduce the Opacity to 70 per cent. 
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: Compositional lines 


To unify the image and guide the viewer's eye through the 
composition, we'll add some lines leading to the main image... 


Linking layers 


You can link layers together by 
selecting one layer and then 
clicking inthe box between the 
eye and thumbnail of the layer 
you want to link. You can then 
move both of those images 
around at the same time. 


Layer thumbnaills 


You can change the size of the 
layer thumbnails by going to the 
arrow on the right-hand side of 
the Layer palette and selecting 
ive opstond Open and paste in the Cable image before 
positioning it as shown in the screengrab. Use 
the Polygonal Lasso tool to select around the cable. 
Create a new Alpha channel and, using the Linear 
Gradient tool, create a short diagonal gradient 
down part of the selection. Load the new Alpha 
channel selection and then apply a Motion blur. 
The blur angle should be set to a 90 degree angle of 
the cable. 


| 4) Create a new layer and use the Airbrush tool 
along with the Quickmask to select a rough 
area around the eye, Use KPT51's Orb-It filter 
produce small ball shapes inside the selected area 
Set the Blend mode to Overlay. 


© im 


B Open the Cursor image and paste it to the 
image. Position it as depicted in the screengrab 
then use the Lasso tool to select it. 


Duplicate the cable layer and reposition it so 
that it comes out from the bottom left-hand 
corner of the eye image. 


Use the Vector Line tool to draw a series of 

randomly shaped vertical lines, then click OK. 
Duplicate the layer and move it to the top of the 
image while holding down the Ctrl/Apple and Shift 
keys then merge them down. 


BD Click and hold inside the selection, while also 
holding the Shift+Alt/Option+Ctrl/Apple keys 
drag the cursor to duplicate it. Select Free Transform 
and then move the transformation point to the 
top-right corner. In the numeric boxes in the dock, 
type in 75 per cent for the width and height then 
press Return. Repeat this once more. Apply a subtle 
Motion blur to the second and third cursors. 


Open the Edited Curve image and paste it in. 

Duplicate the layer and flip it horizontally then 
scale it down until it gives the effect of radiating 
curves coming out from the eye. 


6) Erase any part of the lines that are covering the 
eye then apply a Motion blur. 


BD Use the Lasso to select all of the cursors. Hold 
down the Ctrl/Apple and Alt/Option keys and 
drag to duplicate the cursors. Rotate them 90 
degrees clockwise and reposition as shown above.> 
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: Final details 


We'll use vertical and horizontal guides to place a few more design 
elements, and the image is complete 


Options 


After using any selection tool, 
hold down the Control/Apple 
key while clicking anywhere on 
the canvas. This brings up a 
series of options. 


Create a new document that is a perfect 

square: 1x1 inch, 500x500 pixels or whatever. 
Press the Ctrl/Apple key and R to bring up the rulers 
then click and drag from the ruler to produce a 
guide to mark out the centre. Repeat this so that 
you have a vertical and a horizontal guide to mark 
the centre of the document. 


py Select the Vector Polygon tool with the 

= number of sides set to 4. Using the top of the 
vertical guide as the centre, draw a small diamond 
shape while holding down the Shift key to keep 45 
degree angles. 


Press the Ctrl/Apple key and T to Free 
Transform the diamond, but make sure that 
you position the transformation point in the centre 
of the image. In the rotate box in the dock, type in 
30 degrees then click OK. Repeat for the original 
diamond but type 60 degrees in this time. 


Select the Path Component Selection tool and 
click inside the diamond, Press the Ctrl/Apple 
key and C to copy it, then press the Ctri/Apple key 
and V to paste it in. Paste it in again so that you 
have got three diamonds on top of each other. 


Create a vertical guide over the centre of the 
digits in the main image. Click and drag the 
layer thumbnail of the new document into the main 
image and position it so that the guide runs through 
the centre. Select the entire circle and copy it. Before 
you paste it in, move the original circle to just above 
where it was. Repeat this to give three circles. Select 
the middle circle and then press the Ctrl/Apple key 
and T. While holding down the Alt/Option key, 
squash the circle slightly. Repeat this for the bottom 


Open the Mouse image and use the Pen 


circle but squash it more. Select all of the circles then tool to select the mouse. Press the Ctrl/Apple+ 


copy and paste them in. Rotate them 90 degrees so 
that they mirror the top circles. Reduce the Opacity 
to between 60 per cent and 70 per cent and then fill 
the circles with a green colour. 


Alt/Option keys along with D to bring up the 
Feather dialog box, feather by 2 pixels and then 


Gradient map. Apply a suitable Gradient map. 


click OK. Create a new adjustment layer, making it a 


E 
Use the Direct Selection tool while holding 
down the Shift key to select the right and left 
corner points of the diamond. Free Transform it 
while holding down the Alt/Option key to mirror 
the transformation on the other side. Drag it out to 
create an elongated diamond. 


Click and drag over all of the diamonds to 

select them, then copy and paste them again. 
Repeat the previous step but rotate by 90 degrees. 
Repeat this until you have a full circle of diamonds. 


Flatten the image before pasting the selected 

area into the main image and positioning it so 
that it is facing upwards and is at the bottom of the 
image. Finally, use the Eraser tool and a soft edged 
brush to erase the top of the cable. 


“Fish & Chips”(Anthony Robinson) 


“Untitled” (Mark Preston) 


Professional digital artist Anthony Robinson has generated a wealth of book covers 
and editorial illustration in his short career to date. He experiments at home with 
ideas in Photoshop on his 450MHz G4 with 256MB RAM: “With Photoshop, the sky is 
the limit. It enables you to create so many layers and edit them individually with Layer 
effects.” Having just produced artwork fora US PC magazine, Anthony plans to 
design “stuff for record companies, and more book jackets.” You can contact Anthony 
via his agency, The Organisation. 


Mark started out as a photographer, and 
says “it provided the perfect 
background”. He now enjoys a 
successful career as a digital illustrator, 
with the backing of design agency The 
Organisation. His style is based on 
photo-montage, and he has the 
hardware set-up to suit, with a G3, an 
iMac, an Agfa StudioScan 2 scanner 
and a Nikon LS2000 film scanner to 
hand. “The image here was fora US 
encyclopedia for Kingfisher,” he adds, 
explaining how Photoshop saves him 
time: “I cut objects from their 
backgrounds and using the Airbrush 
tool on a Layer Mask is invaluable.” 


Creating 


metal effects 


How to create metal textures and effects from 
simple chrome to a complex zinc coating using 
only the core tools in Photoshop 6 


2 he great thing about 

i Photoshop is that it is 
possible to create any effect 
imaginable since at the very 
least you can use a brush and paint it by 
hand. However Photoshop's power 
comes from its ability to manipulate a 
large number of pixels to create effects 
in just a few simple steps. In this tutorial, 
we'll show you how to create cool metal 
textures and effects from simple chrome 
toa complex zinc coating using only the 
core tools in Photoshop 6. 

Many of the skills demonstrated can 
be applied directly in earlier versions of 
Photoshop, plus we've included a 
variation of the classic chrome effect 
that could be used with Photoshop's 
earliest incarnations with layers. 


Photoshop 5 introduced Layer effects. 
which helped to speed up the creation of 
effects such as glows and drop shadows. 
In Photoshop 6, this section of the 
program has been expanded in the Layer 
styles features which makes creating the 
effects in the tutorial faster than before. 

If you don't have Photoshop 6 yet, 
there is a demo for Mac and PC that you 
can install on the CD, along with support 
files for the tutorial. > 


Part 1: Classic chrome 


This is a hands-on method for creating chrome-like metal 
effects that stems back to early versions of Photoshop 


Move tool 


You can use the Move toot 

and the arrow keys to move a 
layer very precisely. Hold 
theShiftkey while pressing an 
arrow key and move the layer 10 
pixels at atime 


<i nt 


Flatten the document so that you have a single 
layer with black and white pixels (no 


Begin with a shape that you want to apply the 
chrome effect to. We've used a classic 
Dingbats text element. If you don't have that font 
installed, open the file Dingbat.PSD from the CD. 


transparent ones, that's important). Duplicate the 
layer and hide the original. Apply Gaussian blur to 
the copy, say around 6-10 pixels in radius. 


Link the two offset layers and merge them into 
a single layer (use the Merge Linked command 
from the Layer Options menu). Finally, invert the 
merged layer by typing Command-l. This layer is 
our reflection highlight layer. 


Now to add the reflection image. This can be 
any image you like really, but we've used the 

Astronaut image from the Photoshop 6 Samples 

folder. This is dragged into the chrome document 


then blurred. 


We need to get the outline of the element 

back, so turn off the chrome layer, and with 
the original layer visible, go to the Channels palette 
and Command-click any channel to load the 
selection. Apply this, inverted, as a Layer mask to 
the Chrome channel. 


The metal effect is increased by applying 
Curves to the layer. With the Curves dialog 


open, experiment to get a high contrast look. 


Duplicate this blurred layer and change its 
Layer mode to Difference. The image will go 


black. Using the Offset filter (Filter>Other menu) 
and enter a value to offset the difference layer. We 
used 6x6 pixels. Do the same for the lower blurred 
layer but enter values of -6x-6. 


B The layer is reduced in Opacity to about 

50 per cent then linked with the highlight layer 
(click the empty box next to the eye and a chain link 
appears). The two layers are then merged. 


ed Li 
Finally add the 3D effects. With the element 
selection still active, create a new layer 

above the chrome and fill it with white. Change 
the mode to Multiply then apply Layer styles to this 
null layer. We added Inner Bevel and a drop shadow. 
Finally use a Hue/Saturation adjustment layer to 
desaturate the chrome colours. See the file 
ChromeFin.psd on the CD. 


Part 2: Layer styles 


Layer styles in Photoshop 6 make creating chrome-like effects 
very quick and easy 


Calculations 
command 


Before there were layers and 
what not, you used to have to use 
the Calculations command 
(Image menu) to perfrom 
Blending mode operations 
using channels. 


ee 


Apply the Layer Styles Drop Shadow effect 

(Layer>Layer Styles>Drop shadow) to open 
the Layer Styles palette. Activate the Gradient 
Overlay style as well and choose the default 
Chrome gradient from the pop-up. 


This next effect is another classic chrome 

but it’s only achievable using Photoshop's 
Layer styles. Create a new document and add 
some text like so. 


(== ee 
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It may be upside down, so click the Reverse 

button to flip it. This is the classic sky and 
ground chrome reflection. Now activate the Bevel 
and Emboss style, set it to Inner Bevel and adjust the 
settings to create the extruded type look. Reduce 
the Opacity of the gradient and change the colour 
of the text to taste. 


Part 3: Taking it further 
Layer styles offer more options to improve the effect of the EZ chrome look 


Layer style presets 


‘Atany time you can save Layer 
style setting as a preset which 
can be used again in other 
documents. In the Layer styles 
dialog click the New Style. 
button and name the style. 


| 1) To improve things we can add some more 
styles. Activate the Satin option and change 
the colour to white. Keep the Distance and Size low, 
say 5 and 8 pixels respectively but change the 
Contour to one of the double hump ones. 

This produces the highlight effect similar to the 
hand-made one earlier. 


Next we can add some edge shading to bring 

out the shapes of the numbers (or whatever 
you use). Activate the Inner Shadow style and set 
the Distance to 0 pixels. We're not creating a 
shadow but using the style to darken the edges. 


The Overlay mode has the side effect of 

darkening the gradient reflection and 
increasing its saturation. Both of these problems 
can be fixed by adding a Hue/Saturation and 
Levels adjustment layers to desaturate and brighten 
the result. 


B This is looking quite retro, but we can go 

still further. Select the Type layer and 

choose Layer Style>Create Layers from the Layers 
menu. A warning appears to say that not all effects 
work as layers. Click OK. Each style is now a 
separate layer. 


The effect clashes with the Satin effect, so 

change the Blending mode from Multiply to 
Overlay. This prevents it from dampening the 
highlights. Now adjust Size, Choke and Opacity to 
get the right effect, which should be subtle. 


D Select the Gradient layer and apply the 
Distort>Waves filter to it to create a gentle 
undulation of the gradient. Next apply the Ripple 
Distort filter, and finally a bit of Gaussian blur. The 
result is a textured, retro, chrome effect. See the file 
70's.PSD on the CD. > 
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: Brushed aluminium 


Creating brushed aluminium is quite straightforward if you know 
how, and is de rigueur for application or Website interfaces 


Saved styles 


Toapply a saved style preset, 
open the Styles palette (Window 
menu) and click on one of the 
icon buttons to apply the style to 
the selected layer. 


Create anew layer in a fresh document and - 

apply a clipping path by choosing Layer>Add Fill the layer with white then add some noise. 
Layer Clipping Path>Reveal All. Using the Rounded 
Rectangle Shape tool draw, out the shape in the 
layer, making sure the Clipping path is selected first. 


is less satisfactory for this effect. 


He: 
™ ae 
| 4) Now the all-important step to creating the To create the bump in the surface, set a texture 
brushed surface is to apply the Lighting Effects a channel for the Lighting Effects filter to work 
filter. Use a Spot light to create an even illumination 
with only a slight gradation in tone. Adjusting the 
Exposure and Ambience helps. 


use a very low height setting of between 1 and 3. 
The effect is very subtle. 


Add some depth to the panel by selecting the 
A Black-White Gradient layer can be used in noise layer and applying a drop shadow and 
Overlay mode to add some more shading to Bevel Layer style. Of course it doesn't have to be a 
the aluminium if needed. It can help to even out the _ panel: the effect works for text, buttons or any 
tone of the aluminium without making it look flat. shape you like. 


Use monochrome uniform noise of around 50 
per cent. You can use Gaussian noise but the result 


from. Choose any of the RGB channels for this, but 


Next apply some Motion blur to the layer. The 
= amount of blur depends on the length of the 
brushed grain you want, and of course the direction 
is set by the angle control. We're going for a fairly 

fine high-tech look here. 


A bit of levels works wonders on the layer to 

bring out the grain without the surface going 
too lumpy. Be careful not to cause the lighter parts 
to go completely white. 


Because we used a Clipping path, we can 

change the shape and the effects will adapt to 
the changes. Select the Clipping path and use the 
Shape tool to subtract from the main rectangle 
(select the subtract button in the Options bar). See 
the main panel file Alu.PSD on the CD. 


Part 5: Creating other types of metal 


This next one simulates a machined/cast metal that uses two 
different textures at once 


Vector artwork 


Note that these effects arenit 
limited to text, but any vector 
artwork can be used, though 
clean edges are usually best to 
begin with, such as from an 
imported vector drawing, 


Preventing blur 


Locking the transparent pixels of 
a layer prevents the edges of a 
layer being blurred. Only its 
interior will be blurred. 


= — 


Load the text as a selection by Ctrl/Command- 
clicking on it. Choose Select>Modify>Contract 


Create a new document and add a text layer and enter a value of around 10 pixels (this depends 

as before (or place a vector artwork if you on the size of the document you created). The idea 
have one suitable). A nice chunky font like impact _is to create an inner portion of the text where the 
works well. cast texture will be. 
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the selection. Deselect (Command-D) and 
add a lot of Noise to the layer. Turn on the Lock 
Transparent Pixels switch at the top of the Layers 
palette and blur the noise 


B Apply the Bevel and Emboss Layer style to the 
layer, set to Down direction, and turn on the 

: a Texture option. Click on Texture to go to its options. 

Apply the Bas Relief filter (Filter>Stylise Select the second texture from the list and reduce 


B menu) to the noise layer with a high detail the scale to about 70 per cent. Leave Depth at 
and low smoothness setting to create the first around 100 per cent. This texture merges with the 
casting texture. bas relief to create the casting texture. 


Next we can create the flat, machined edges. 


Load the text layer as a selection then subtract Lock the transparent pixels again and apply 
the inner cast later (Alt/Option-Ctrl/ Command- some Motion blur to the layer to create the 
click). Create a new layer and fill this with 50 per grain in the metal. Use Levels to increase the 
cent grey, then apply a some uniform noise. contrast of the streaks. 


ee 
B The edges of the cast parts need to rise 
towards the edges of the letters which we can 
do by adjusting Bevel and Emboss settings. Increase 
the Depth and Size but not Soften. You have to 


reduce the Texture depth to compensate, until you 
strike the right balance. 


| 9) Apply lighting effects as we did for the brushed 
effect to create the machined surface. Finally 
apply an Inner Bevel to the layer using a very small 
Size value and moderate Depth to create a thin hard 
bevel. To finish off, add a drop shadow to the text 
layer. A levels adjustment layer can be added to 
control the tones in the Cast section making it more 
metallic. See the file Cast.psd on the CD. > 
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TOOLS AND TECHNIQUES Q METAL EFFECTS 


: Galvanised metal 


To prove that you can create just about any metal texture using 
Photoshop's stock tools, we'll create a galvanised look 


Layer sets 


You can use Layer sets forthe 
two cloud and posterize layers if 
you like: it helps keep things tidy 
at least, 


Adding contrast 


Ityou find that the scratches donit 
show up well enough, lighten the 
patches layer with the levels 
adjustment layer already there. 


This texture is quite involved, but if you look at 


a piece of galvanised metal, you can identify 
four main parts. Firstly, large patches, secondly, a 


finer crystalline texture, then surface scratches and 
lastly, the way surface highlights tend to show 
through the crystalline pattern. Begin in a new 
document and render some clouds. 


Now for the crystalline texture. Fill a new layer 
with white and add a large amount of noise, 
then apply some Motion blur at 45 degree. 


Duplicate the layer and flip it horizontally and apply 
an Overlay mode 


The scratches are made using the brushed 

aluminium technique. Use Motion blurred 
noise but thin out the streaks so that you get mostly 
the dark ones using Levels. Duplicate this layer and 
flip it horizontally. Apply some more Motion blur to 
create much longer scratches in this layer. 


more clouds in another layer and apply another 


posterize adjustment layer. Set the second clouds 


layer to Overlay mode. 


Link the two Motion blurred layers and 

merge them (Layer Options>Merge Linked) 
Apply the Pixelate>Facet filter to create the 
crystal-like pattern and finally adjust the contrast 
using some levels. 


That's the basic texture. We've added 

some text to an Alpha channel to use with the 
Lighting Effects filter. Before you start, you need to 
either flatten the layers or make a flattened copy 
layer (Select All, Ctrl/Command-Shift-C to copy, 
then paste). Duplicate the flattened layer. Apply the 


Lighting Effects filter using the text Alpha channels 
as the bump. 


Add a posterize adjustment layer set to 4 levels 
to create the patches. Duplicate Render some 


Next add a levels adjustment layer to control 
mY the brightness of the patches. Do this by 
dragging the Output sliders inwards. 


a bit of colour to the metal using a solid colour layer. 


Use a light purple/blue colour applied in Colour, 
mode and adjust the Opacity to taste. 


Apply this layer in Overlay mode and reduce 
the Opacity to around 50 per cent. We can add 


To create the mottled highlights, apply the 
same lighting effects on the second layer but 
disable the bump channel. Set this layer to Screen 
and add a Layer mask from the crystalline layer 
(make the crystalline layer visible only, set Opacity 
to 100 percent and Ctrl/Command-click on a 
channel to load its colours as a selection). Use Levels 
and the Mask to control the ‘metalness’ of the 
highlights. See the file Galv.psd on the CD. 


Iustration: Chris Stocker [w] www.chris-stocker.co uk [e] mail@chris-stocker.co.uk 


On the CD 


The files for this tutorial are on the CD 
in the Tutorial\Stocker folder. 


Expertise provided by Chris Stocker 
{el chris.stocker@futurenet.co.uk 


BLENDING CoLours Q TOOLS AND TECHNIQUES 


Blending colours 
and tones 


Photoshop's Sampler tool enables you to make 


very specific colour adjustments... 


his image is typical of the 

type of job produced by 

Photoshop artists working in 

advertising or fashion. The 
two model images were done at the 
same shoot, but the expression in one 
shot is arguably better than in the other. 
To create the best all round image, the 
head can be taken from one image and 
composited onto the body of the other. 
The problem is that the colour tones in 
the head are clearly different from the 
lighting on the body, calling for some 
very specific colour adjustment. 


Photoshop has a tool that deals with this 
problem, the Sampler tool, which keeps 
track of adjustment layer changes. This 
enables you to leave sample points 
floating over the image, which are 
displayed in the info dialog box before 
and after CMYK readouts. 

Itstill isn't an easy job to balance all 
the subtle tones of an image: this 
walkthrough explains how to achieve a 
better result. This method be applied to 
almost any situation that requires the 
colours and tones of two images to be 
merged ina realistic way. > 
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Tools AND TECHNIQUES Q BLENDING CoLoURS 


Part 1: Creating a composite image 


The first thing to do — and it's a good idea to do this with any image to be colour corrected — is to 
go through the colour channels one at a time to determine exactly what you have 


Dragging layers 
Ifyou would like to drag several 
layers of an open Photoshop 
document to another document 
while keeping all the layers and 
Blending modes intact, link them 
then drag them from screen to 
‘screen, rather than from the 
thumbnail in the Layers palette. 
Alternatively, put all the layers in. 
a folder and open the folder and 
{ink them, including the folder 
itself, then drag this folder across 
to the destination document. 


Open model 1 and 2. Model 1 has much 

lighter shadow across the whole image, but 
model 2 is a more intense shot, with colours that 
would be more difficult to correct. 


With the selection loaded, drag model 1 into 
the model 2 window and the image comes 


across as a floating selection. It’s a good idea to 
have some image to play with so that you can blend 
some of the neck of the floating image into the 
underlying image: this wouldn't be possible if the 
images were cropped too tightly. 


— 


With the Marquee tool (M), select an area 

above the girl's nose to the top of the screen. 
Making sure the mask is active (the icon next to the 
head looks like the Mask icon rather than the 
Paintbrush), hit Option-Delete. This fills the area of 
the mask black and removes the visibility of the 
upper part of the floating head. 


2 To go through the colour channels one at a 
time, the shortcut is: Command-1 for black, 


2 for cyan, 3 for magenta and 4 for yellow. We now 


have an overview of the differences in the images 
and know that there aren't any fundamental 
reasons why the images can't be corrected. 


With the Move tool active (V), hit 5 on the 
keyboard to make the layer 50 per cent 
Opacity so that you can see through to the image 
underneath. Select the Transform command 
(Command-T) and enter an X value of 8.8.3 px and 
aY value of 627.8 in the Position field, a value of 
X77.8 Y77.8 into the Scale field, and 8.4 into the 
Rotation field — or just do this by eye 


B The image is now ready for the colour 
matching layer to be applied. Bring the 
Channels and Layers palette on screen from the 
Windows menu. Now make a curves adjustment 
layer and OK, then do a Command-G to make a 
clipping group with the head layer below, or click 
while holding Option in-between the curve layer 
and the floating head. The idea is that the 
adjustment layer affects the floating portion of the 
image and not the body. Check the screenshot: 
there should be a little arrow next to the curve layer. 


Go to model 1, select the Path tool (P) 

[Windows Show Paths] and draw a selection. 
With it still selected, click the Make Selection icon at 
the bottom of the Paths Palette window. 


Stay in the Move tool (V) and hit zero on the 

keyboard to return to 100 per cent Opactty. 
With the upper layer still selected, click the Mask 
icon at the bottom of the Layers palette. Press D on 
the keyboard to reset the swatch to black and white. 


Now we are getting to the crux of the 
technique: open the Layers and Channels 
palette, and sweep the mouse over the Eye icons in 
the Channels palette from the black up to the cyan. 

This turns the channel visibility off everything but 
the cyan channel. Click on the curves 1 mask at the 
bottom of the Channel palette to turn it on also. 
Make sure the curves layer is still the active layer or 
the next bit won't work. 


Matching images 


Apart from swapping heads, this 
technique can also be used to 
match rendered images with real 
photographic backgrounds, and 
also to match inconsistencies 
between sets of scanned images 
that varyas a result of lighting 
conditions or scanning errors. 


| 10) Double-click the curves layer to bring up the 
curves dialog box and select the cyan channel. 
Make sure the gradient at the bottom of the curves 
dialog box tapers from white on the left to back on 
the right. If not, click in the left-hand gradient. The 
idea now is to match the cyan channel to the image 
using the curves while actually seeing the changes 
and keeping a curve for re-editing if need be. 


—— 

Click off the magenta channel and onto the 
yellow at 70 per cent input, and make it 79. 

Change 20 per cent to 18 and click OK 


16) We should be able to blend the image 
together, so click on the mask with the black 
square and fill with white (D followed by Option- 
Delete) to remove the black square. The whole of 
the face is now showing. 


Make two clicks on the curve path at the 

75 per cent mark and drag the curve up, also 
at the 25 per cent mark. Drag the curve down - try 
squinting to match the tones to the head above. — 
Move the 75 per cent input up, so that the Output Click off the Cyan Eye icon in the Channels 
reads 90 and move the input of 25 down so that the palette and on to the Magenta Eye icon. Make 
Output reads 10. You could also just type the a click at the 69 per cent mark and move it to 76. 
numbers into the boxes. The cyan channel is now Now click at 20 per cent and move it to 18 per cent 
corrected. Click OK. and OK, or just type into the input-output box. 


ar) 
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15 Activate all the Eye icons in the Channels 
palette and view the image colour. It has now 

been colour corrected channel by channel and also 
by shadow and highlight, this being the really smart 
bit. Now we should be able to blend the image 
together using parts from the underlying layer, or 
overwriting bits with the floating layer because the 
colours should now match. 


Click off the yellow channel and on the black 
channel and change the input of 62 per cent to 
75 per cent, and 25 to 29. Click OK. 


Hit x to reverse the swatch so that the 

foreground colour is black. Choose a large | 13) This is how the final image looks. This 
brush and start painting around the hair to remove it technique can also be used for really delicate 
and to reveal the image from underneath, We have colour correction to ensure that you haven't blown 
turned the visibility off the body to show how much _out the channel in places or introduced hard 
of the girl has been removed. transitions in the skin tones. 


Iustration: Catherine Mcintyre [w] www.madasa 


Blending with 
Layer modes 


How do you make a series of disparate elements 
work together to create a unified whole? By 
using Photoshop's Layer modes options... 


nthis tutorial, we experiment 
with Blending effects in layers. 
Layer modes are some of the 
most versatile and exciting of 
Photoshop's features. By applying 
different modes to layers as you build up 
a digital collage, you can make each 
layer interact with the others and every 
layer can have its effect in the overall 
composition. Lower ones aren't obscured 
by those above them, and upper ones are 
influenced by those below them. The 
total effect is infinitely variable, and 
changing the mode of a single layer can 
make a subtle ora huge difference 
This technique is especially suitable 
for imagery about time. Underlying 


layers affecting higher ones can be seen 
as a metaphor forthe influence of the 
past on the present and future. 

The simple picture we'll make in this 
tutorial, ‘Chiromancer’, examines the 
widely-held belief that the future can be 
divined through the study of palms. We 
are trying to create an atmosphere of 
mystery and elusiveness: a figure, 
looking into the dark, is hoping to 
understand the unknown. 

By combining several textures and 
objects in layers — a mask, hands, a 
clockface — we build the effect of an 
accretion of time, and suggest that the 
next layer of our own lives might just be 
made visible by chiromancy. 


Buenoinc Layer Moves Q TOOLS AND TECHNIQUES 


: Establishing the main elements 


First, create your new file and assemble the major constituent parts of your image 


Why the mask? 


The choice of the Venetian 
carnival mask for the face was 
deliberate. Being a modern 
three-dimensional interpretation 
of a Renaissance portrait, ithas a 
historical aspect. Ithas, ina 
sense, itself travelled through 
time. Itis also.a physical layerin 
reality, disguising a face and 
removing it one stage from the 
actual. Itgives some sense of 
mystery.of trying to see beyond 
the surface. 


Experiment! 


Even if you have a clear idea of 
which Layer mode will achieve 
the effect you're after, i's a good 
idea to try a couple of others; you 
might be surprised by a better 
result, Similareffects, such as 
those provided by Screen or 
Lighten, or Hard Light and 
Multiply, can give subtle and 
interesting varied effects. 
Itdoesnit take long, and can 
lead a picture inquite a 
different direction, 


name: inte} Ca) 
(Goa) 


image Size: 1.2m 
www: [2] @—T) 
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mode: 


Contents 
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Q Background Color 
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Create a new file. 300dpi is the most usual 

resolution for outputting to a home printer or 
a commercial application: this file is 20cm wide and 
14cm high. Choose RGB mode; all Photoshop's 
effects and filters work in RGB, and the file size, 
being three channels rather than four, is smaller 
than CMYK. Save the new file as doc or document. 


The mask is slightly too large in this new 

file, so we'll scale it using Transform 
(Command-T). To check the relationship of this 
layer with the background as you're transforming it, 
first make its Opacity around 50 per cent so you can 
see both layers. Align the mask’s centre with the 
crease in the paper background. 


Open the background file on the cover CD, 
and transfer it to your new document. Holding 
down the Move tool, drag from the background file 
to the empty file. Pressing the Shift key keeps the 
layer contents centred. This moves the information 
into a new layer over the empty bottom layer. For 
tidiness, delete the bottom layer or merge down 
(under the arrow at the top left of the Layers 
palette). Alternatively, Select All (Command-A) of 
the background file, copy (Command-C) and paste 
into your new file (Command-V) 


Leave the mask layer at 50 per cent Opacity in 
Normal mode (whenever a new layer is 
created, the default will be Normal) for now, so that 
we can see beneath it. Add the clock file as before. 
Make sure this new layer is below the mask layer, 
and move the clockface behind the mask. Again 
using Transform, scale the clockface a little until it 
fits nicely within the curve of the hairline. 


The main subject is the next element to be 
added — open the mask file and transfer as you 
did the background. There's no need to keep this 
centred as you move it across, we'll position the 
mask to the left of the image. 


The clock layer is in the default Normal mode. 

This means its contents completely obscure 
and do not interact with the layer or layers below it. 
Here, we're losing the light effects in the 
background, and want them to show through. Any 
of the other Layer modes enable the background to 
affect this layer, each in a different way. In the 
dropdown menu at the top of the Layers palette, 
choose Soft Light. This sends the layer back in aerial 
perspective: its highlights and darks al still register, 
and its colours are unchanged, but the effect is more 
muted and soft than with other modes such as 
Overlay. Try other modes with this layer to see the 
different effects you achieve. 


: Adding more elements 


Now that the composition has become clear, it is time to add more detail. 
A chiromancer studies palms, so the obvious next elements are hands 


Labelling layers 


I the contents of a layer are too 
small to show clearly in the 
layer’s icon, or if you have a 
series of identical layers in 
different modes, it can be useful 
to label your layers. Do this by 
calling up the Layer Options 
dialog box, under the arrow at the 
top left of the Layers palette, or 
when creating a new layer. 


Open the file handprint and transfer it. With 

this new layer below the mask layer, position 
the hand so that its curve fits with the mask’s chin. 
When you're working, keep looking for connections 
between the elements: shapes that coincide, or 
patterns that echo each other. This helps to make a 
cohesive, unified whole of your picture 


To make the print show light against the dark 

background, invert this layer (Command-I). Do 
not make a selection: the command then inverts all 
the contents of the layer, including those parts 
currently outside the border of the image. You may 
want to move or scale the layer later, and will want 
the inversion to apply to any parts then uncovered. 


Now, we need to change this layer’s mode so 

that the clock and background are returned to 
view. To get rid of the straight edges in this layer, 
and to remove the dark background, try Lighten 
mode. This mode enables only those pixels lighter in 
tone than the sum of those below them to show. 
The darker ones effectively disappear. Also try 
Screen mode, to see the difference. Screen lets the 
darker pixels affect the picture too, but makes their 
effect lighten rather than darken. > 
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18) TOOLS AND TECHNIQUES Q BLENDING LAYER Moves 


Saving your work 


Do remember to save yourfile 
regularly! It's dispiriting to have 
to startall overagain, should you 
suffera crash. 


The pixels showing in Lighten mode 

completely obscure those below them, and, if 
the layer’s tonal transitions are sharp, the edge of 
the effect can be quite abrupt. This makes the 
mode's effect rather harsh, as here. Reducing the 
layer's Opacity softens it, and enables the 
background to register through it. This layer has 
30 per cent Opacity. 


The final element, another hand, can now be 

added. Open the file hand poster, and select 
the hand using Paths, under the Layers palette. If 
you want to miss out stages 11 and 12, use the file 
hand no bg, where the hand has already been cut 
out from its background. Using Paths is by far the 
most accurate way of making a simple selection like 
this one. Select the Pen tool and draw a vector curve 
around the object you want to select. 


Once your path is complete, make a selection 

from it (Make Selection, under the arrow at the 
top-right of the Layers/Channels/Paths palette). We 
feathered the selection by 1 pixel to soften its edges 
slightly. Then turn off your path, also under the 
arrow, and copy your selection 


: Firming up your composition 
Keep in mind what the important characteristics of any element are, and make sure that those 
characteristics show. Anything else can be removed if it clutters your image 


Finding 
correlations 


Parts of a picture can be 
connected in so many different 
ways: their relative positions, 
shapes, colours, textures, or 
subjects can create associations 
between them. These 
associations inspire a viewerto 
start seeing his own connections, 
both within the picture and with 
his orher own experience. 


Light effects 


Remember, where the light is 
coming from inyour picture, and 
flip horizontally or rotate 
photographed elements until 
their light sources coincide. Even 
in an imagined image which isrit 
trying to recreate any real 
landscape, if youhave a 
consistent light source the image 
looks more logical and 
convincing. Of course, if it's an 
unsettling and disconcerting 
effect you're after. feel free to 
break this rule! 


Paste the hand selection into the doc file 

below the handprint layer, or if using the hand 
no bg file, transfer it as before. Itis slightly too large; 
using Transform (Command-T), reduce its size a 
little and rotate until the fingers are vertical. Position 
this hand so that the forefinger lies behind the 
mask's nose. (Holding down the Shift key while 
moving constrains the movement to horizontal, 
vertical or 45 degrees.) 


D The left of the picture can be simplified by 

removing unneeded parts of layers using Layer 
masks. Change the mask layer from 50 per cent to 
100 per cent Opacity, and add a Layer mask (click 
on the left-hand icon at the bottom of the Layers 
palette, or go to Add Layer Mask>Reveal All, under 
Layer in the dropdown menu). With a large brush, 
paint black into the Layer mask to remove parts of 
the layer. Try turning off the hand layers while doing 
this by clicking on the Eye icons in the Layers 
palette, so that it's easier to see what you're doing 
The clock slowly gains in visual importance. 


To blend this layer with the others, again 

choose another Layer mode. We've picked 
Soft Light, which knocks it back: you might also 
want to try others such as Overlay, to sce the 
difference. Overlay gives a much stronger, more 
contrasted result. You may feel that it's too strident 
for this layer, which is in the background and should 
be less prominent than other parts of the image. 


Now add a Layer mask to the clock layer 

in the same way. Complete circles and ellipses 
tend to exclude the parts of the picture around 
them too efficiently and prevent a satisfactory 
merging of inside and out. We've removed parts of 
the left-hand side of the clockface. Notice how it 
now links better with the shapes in the background 


The composition is becoming fussy and 

cluttered at the left of the image, and divided 
too strongly into two separate areas — busy and 
empty. To link the left and right sides of the image 
(which represent the present and future, in this 
picture) choose the handprint layer and move it 
across until a better balance is achieved. We've also 
rotated and enlarged it a little using Transform, until 
the fingers make a visual connection across the 
image to the top-right corner and with the 
fingerprints in the paper background. 


6) Now turn the palmprint layer back on. This 
layer too needs to be edited using a Layer 
mask, retaining only those parts which are adding to 
the image. We used the Gradient tool, set at 50 per 
cent Opacity and Foreground (black, in the top 
colour swatch in the Tools palette) to Transparent, 
to shade the hand off towards the bottom, and then 
painted out further areas with the Brush tool. Bear in 
mind that the light is coming from the top left, and 
brush in shadows accordingly. 


Buenvinc LAyeR Moves 3 TOOLS AND TECHNIQUES 


: Applying more Layer modes 
To help the constituent parts of this image coalesce into a single readable image, we'll use 
more Layer modes: you can edit each layer with masks to get the best aspects of each mode 


Layer masks 


Dorit remove Layer masks unless 
you're running really short of 
RAM, and you're quite sure you 
won't need the information you're 
removing, Keep your options 
open foras long as possible, 


The mask layer needs to be integrated better 

with the background. It is in Normal layer, and 
only interacting with the layers below it where its 
opacity is reduced. Duplicate this layer: assign the 
lower of the two mask layers Hard Light mode. Hard 
Light gives rich, deep tones and colours, and 
combines the layer with its background. In the 
screengrab, the Normal mode layer is turned off to 
show the Hard Light layer’s effect 


ree || 


Now the last hand layer can be turned back on 

and edited: it is too fussy and distracting 
Check the Preserve Transparency box in the Layers 
palette and fill the whole hand with white. Select 
white in the top colour swatch in the Tools palette 
by clicking on it and, in the dialog box, type zeroes 
in the CMYK values, then apply Alt-Delete 


Ne 


The image is pulling together now but the eyes 

need more definition and direction, To do this, 
choose colours from the highlights by clicking on 
the top colour swatch in the Tools palette, and when 
the dialog box comes up, click on the colour you 
want in the picture. Paint into a new layer at the top 
of the Layers palette. Use different colours and a 
small brush at low opacities for a modulated effect 
Give this layer a slightly lower opacity until it blends. 


In the Layer mask of the Normal layer, paint 

out parts until the Hard Light layer beneath it 
appears. Use a large brush at a low opacity for this, 
working gradually until you achieve a satisfactory 
blend. Having the mask in Hard Light mode alone is 
too recessive, but the Normal layer alone is too 
distinct from the rest of the image. Combining the 
two, you can get the right balance between 
readability and blending for this area 


Next, because this layer now has too hard an 

edge, uncheck Preserve Transparency and 
apply a Gaussian blur. We've used a radius of 8 
pixels. You can check the effect of the blur before 
applying it by toggling between different 
magnifications; hold down the Options key and 
press + to oom in, or— to zoom out 


To link the colours in the eyes to the 

background, duplicate the layer and assign the 
lower of the two Luminosity mode. Luminosity 
preserves a layer’s tonal range while changing its 
hues to those below it. The eyes will take on the 
tobacco hue of the face when you remove parts of 
top, the Normal mode, layer. It is important to 
preserve some of the cooler colours to link with the 
clockface hues. 


As you edit the upper layers, things in lower 
ones appear more strongly, some of which you 
might find unnecessary and distracting. Here, the 
thumb of the palmprint layer is too prominent, so 
we've painted it out in the palmprint layer’s mask. 


This layer is currently in Soft Light mode. To 

brighten this area so that it's closer to the 
values at the bottom right of the picture, which 
helps to link the two areas compositionally, 
duplicate the layer and change its mode to Overlay. 
Overlay heightens contrast and colour. Add Layer 
masks to both layers and edit them to blend. It is 
useful to turn layers on and off with the Eye icons to 
check their effect 


The eyes are now too bright, with both the 
Luminosity and Normal mode layers working 
together. As we only want the colour, and not the 
additional lighter tonal values, of the top layer to 
register, change its mode to Color. This imposes only 
the layer's hue on the underlying layers, and returns 
the area to its previous tonal values. In the 
screengrab, the effect of Luminosity layer on its own 
is shown inset, and the combination of Luminosity 
and Color mode layers is shown main picture. > 
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120) TOOLS AND TECHNIQUES Q BLENDING LAYER Moves 


: Tying it all together 


Small changes can affect an image just as crucially as an adjustment across the whole 
picture. Keep checking the picture at different magnifications 


Different 
interpretations... 


Rather than just photographing a 
hand, two different ways of 
interpreting the subject are used 
here. Catherine made a 
handprint with ink on paper and 
scanned it in using a flat-bed 
scanner, and also took a 
photograph of a poster showing 
a hand. The more various your 
ways of depicting the objects in 
your work, the more depth, 
texture and interest the finished 
piece has 


Layer modes 


You will want toadd more 
elements as anidea develops, 

but initially it is helpful to collect 
together a background and two or 
three things to arrange upon it. 
You can then start setting up 
relationships between them 
using Layer modes. 


Look at the whole picture. Do you think the 

contrast is right? Does the picture's colour 
need to be more saturated? Such changes across a 
picture can be made easily with an adjustment layer. 
You don't need to apply the changes to each layer 
separately, or to merge them to make the change. 
Here, the contrast needs to be heightened slightly. 
Add an adjustment layer (under the arrow at the top 
of the Layers palette>New Adjustment Layer) and 
choose Curves mode. This brings up a second dialog 
box; you can adjust the curve in this and see the 
effect it has on the whole picture before applying it. 


The area below the left eye is too even; the 
background is too obscured by the hand 

layers. Remove parts of these three layers in their 

Layer masks until the background comes forward 


There is an area of the background top-left 

which is dark and featureless. To add some 
interest here, copy an area of the background and 
paste it above the background layer. We've used a 
rectangle containing a nice diagonal highlight, 
flipped it and made it a little narrower. Blend it to fit 
in with the background with a Layer mask 


Adjustment layers can be edited like a Layer 

mask; by painting directly onto the layer with 
black, you can remove its effect. You can also 
disable its effect in the same way as a normal layer 
mask, under Layer>Disable Layer Mask, and edit it 
under Layer>Adjustment Options.) Here, remove 
most of the layer until its effects are restricted 
mainly to the face area 


Now, in the Normal mode mask layer, we've 

removed the area at the left-hand side to allow 
the background's verticals to interrupt the circular 
shape of the clockface, which was still too strong. 
This brings the composition to a more satisfactory 
stop at this side. 


Finally, to define the right eyelid, we've 

painted it back in the Normal mode layer’s 
mask. Now the image is finished. Save the file in its 
layered format, then flatten it and Save As ina 
printable TIF or other format under a new name. 
You can then go back and make more changes at a 
later date if you wish. Small — or large! — problems 
can become apparent when a file is printed, so 
you'll need to be able to go back to the layered 
version correct them 


B Small details at this stage can make a lot of 

difference, and really help to tie a picture 
together. At the bottom right, a yellow reflection in 
the background layer is too strong, so we've cloned 
it out. Pick an area to clone from while the 
background layer is active, then paint into a new 
layer. That way, you can edit your work before 
committing yourself. Here, we've reduced the 
cloned pixels’ Opacity a little to blend. 


Look again at the whole image at a high 

magnification. If anything looks much sharper 
than the rest, it is a good idea to soften it a little. 
Here, the palmprint layer is significantly sharper; 
apply a Gaussian blur to correct this. We've chosen 
a radius of 0.5 pixel — a small change, but enough to 
blend the layer better. 


You can go over a picture at a high 

magnification once it's flattened, to check it 
and clone out any tiny unwanted details: flecks or 
spots that may have been scanned in, for example. 
And that's it: an image built of many layers, all 
interacting together by virtue of their differing 
modes. Do experiment further: try applying 
different modes from those suggested to discover 
their effects. The possibilities really are endless, and 
sometimes surprising. CER 


“1 like to use bones in my work, but not in obvious ways,” says Mike. “I scan every bone | find, 
whether it's chicken, snake, human or whatever so that I've got a stock collection of bone images. 
This uses a combination of spines and partials of skulls.” 


This image was used for the cover of a book, We Are Cold. It started with a digital photograph of a 
woman and a photo of a cactus. The marks on the cactus were done using pen and ink. 


“The concept here was someone trapped 
within their own self, unable to face their 
demons,” explains Mike. The tower is made up 
of a number of photos of Aztec buildings. The 
ladder and windows were drawnin using 
Photoshop, but the hand is a photograph. The 
swirling background was created with acrylics 
and cardboard. 
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Photo retouching 
and restoration 


With a bit of digital imaging, it's relatively easy to 
turn a mediocre photo into a exceptional one 


hotos are a very personal 
thing. They capture memories 
of things we've done, people 
we've known and places we've 
been. They are also very subjective: what 
one person thinks makes a beautiful 
photograph, another will loathe. Even if 
two people agree that the composition is 
brilliant, it isn't uncommon for them to 
disagree on the colour, contrast or 
saturation of the image. Then of course 
there is the problem that the prints. 
themselves tend to fade over time. While 
digital cameras don't suffer from this last 


problem, they are still subject to the 
vagaries of the weather, lighting and the 
subjects as well as the ability of the 
actual photographer. 

Image manipulation is often 
considered a black art, largely because 
so much of itis intuitive and subjective. 
Fortunately, many of the problems we've 
mentioned can be overcome through a 
bit of judicious digital imaging. While 
Photoshop can't fix a poorly composed 
photograph, it can compensate fora 
photograph’s shortcomings or even 
restore tired old prints. 
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: Removing creases and scratches 


Removing the creases or scratches from a scanned image is relatively easy, 
it just requires a little time, a lot of patience and the Clone Stamp tool... 


Clone Stamping 


The Clone Stamp tool is one of 
the most powerful and flexible 
tools in Photoshop. Although itis 
often over-used and abused, itis 
‘more than worth taking the time 
to learnto use it well if you want 
tocleanup images. The key is to 
know which brushes and sizes to 
use and when. It's equally 
important to vary yourclone 
selection throughout to avoid 
creating mirrored artefacts in the 
image. Finally, although you may 
be tempted to use the Blend and 
‘Transparency options when 
cloning, don't! Apply yourclones 
toa separate layer which you can 
control to your heart's content. 


The print is black and white, but it has become 

discoloured and scratched. Download the 
toddler.psd in colour from [w] www.computerarts. 
co.uk/magazine/cdrom and calibrate it so that you 
can see what the original print is like. 
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| 4) Next, select the Clone Stamp tool and 

ensure the mode is set to Normal and Opacity 
to 100 per cent. Pick an area of the image to work 
on and select an appropriate brush size. In this case, 
we start with the sky, so select a soft 35 pixel brush. 
Finally, make sure you tick the Aligned and 

Use All boxes. 
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Finally, we need to clean up the trees. 

Although they dominate the background, they 
have little definition because of the type of camera 
used. In this case, we've opted for a Splatter brush 
and cloned parts from different trees on to one tree 
to avoid mirroring again. 


Although some digital artists prefer to 
manipulate their black and white images in 


colour, this can create a variety of problems. For the 


purposes of this tutorial, we need to convert the 
image to grayscale, (Image>Mode>Grayscale). 


When working on large areas with little 

variation, such as a sky, try to keep your 
clone selections far away from the area to be 
repaired and change your selection frequently to 
avoid mirroring it. Here we've used opposite sides 
of the image and offset them as they're moved 
towards the centre. 


After much fiddling around and lots of clone 
stamping, the image now is much cleaner and 
almost completely free from scratches and creases. 


Before beginning our repair work with the 

creases and scratches, we need to create a 
separate scratch layer to hold the actual repairs. 
(Layer> New>Layer). This enables us to keep the 
image intact and manipulate the repairs separately 
if need be. 


Fy Nextis the foreground which includes the 
grass, pavement and little girl. Because 
this is the focal point of the image and has the 
most detail, select a much finer brush. In this part of 
the picture, there is a lot of tonal variation so group 
clone selections as closely as possible to the area to 
be repaired. 


| 9) The scratch layer holds all of the actual repair 
work, While the repair work went well in this 
particular case, it doesn't always, so it’s handy to 
have this in a separate layer which you can blend or 
make transparent over the image itself. > 
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Part 2: Improving image tone 
There is often more detail in a damaged image than is initially visible. 
Reworking the image tone helps to tease out this extra information 


Working with tone 
and colour balance 


The tone of an image and the 
colour balance are subjective 
things and different people find 
different combinations 
appealing. Much of the 
technique in restoring images 
relies upon the intuition of the 
person doing the work. This is 
why clicking the Auto button or 
setting a white and black point 
only produces mediocre results. 
Ht you're unsure where to start, 
both options give you a good 
starting point from which you can 
tweak things yourself 


Having cleaned up the scratches and 

creases, we need to work on brightening up 
the image and bringing out some of the detail. 
While this can be done via a variety of means, we'll 
use Curves in this example and store the 
information in a separate layer as we did with the 
repair work. 


Start by lightening up the sky in this image. To 

do this, hold down Ctrl/Apple and click on an 
area of the image that needs to be lightened — this 
creates a handle in the Curves window. In this case 
we've chosen an area of the sky between the trees 
which is too dark. 


Next, we need to increase the dark areas of 
the trees and ground to remove the washed 
out appearance. As before, hold down the 
Ctrl/Apple key and click on an area in the image 
that you want to change. In this instance we've 
chosen one of the darkest areas on the image in 
the treeline. 


As with the sky adjustment, the goal here is 
to darken the trees slightly and add more 
definition to the ground. We've brought it down 
and to the left to darken the areas a few degrees 
without posterizing them. 


This time when you adjust the handle, the 

movements affect the other two handles and, 
correspondingly, the overall balance of the image. 
Therefore you need to keep an eye on the whole 
image while making adjustments. Here, pull the 
handle to the right and down. 


Although we've kept a close eye on the rest of 
the image, adjusting the midtones has created 


problems in the sky and treeline. To counter this, 
adjust the handles for the sky and ground to 
balance the image better. 


You'll notice the handle just added is located 

on the curve. This indicates where the area 
selected falls in the tonal range. To lighten the sky, 
simply drag the handle: up and left increases 
brightness while down and right decreases it. In this 
instance we've moved it a good bit to the left and 
up slightly. 


6) After adjusting the tone of the sky and darker 
ground areas, the image is still lacklustre in the 
midtones. To correct this, we need to set a midtone 
handle to pull a bit of life out of the lighter areas 
such as the grass, pavement and subject. In this 
instance, we've opted for the grass to avoid 
washing out the subject too much. 


Finally, the adjustments to the tone mean that 
some of the repair work shows up as artefacts 
in the image. If this repair work had been done to 
the image itself, we'd have to start again. 
Fortunately it’s in a separate layer so we can just 
bring the transparency down to 90 per cent which 
blends it into the image. 
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: Improving colour contrast 


Underexposure is a common problem with 
point-and-shoot cameras, but simple to correct... 


Levels versus 
Curves 


There areusually multiple ways 
of achieving an effect in 
Photoshop and this is certainly 
true when it comes to improving, 
the contrast of an image; but 
which one to use? Often, the 
decision has a lot to do with 
intuition and past experience, 
Howeveras a general guideline, 
Curves are much better suited to 
handling tone in grayscale 
images or if you're working with a 
single Colour channel. Levels 
work better with colourimages 
‘or when you want to work with an 
entire image, rather than a single 
Colour channel. In this example, 
we use Levels to clean up the 
image because it enables a finer 
control of the white and black 
Aimits than Curves. 


This picture (suomenlinnia.psd, download it Click and drag the white point slider to the left 
from [w] www.computerarts.co.uk/magazine/ Start by adding a levels adjustment layer until it's just under the rising curve of the 
cdrom) has a lot of detail and contrast and is well (Layer>New Adjustment Layer> Levels). Make _ histogram. The reflecting light on castle is already 
framed, but is underexposed. Fortunately, sure that the Channel is set to RGB and the Preview quite bright, so it’s important not to drag the slider 


improving the colour contrast is a simple task. box is checked. too far or the castle will burn in. 


| 4) Next, click and drag the black point to the To illustrate the differences between the use of 


right. You would normally stop where the fy Adjusting the white and black points has Levels and Curves in improving colour 
curve starts (as with the white point) but in this case washed out other parts of the image. To contrast, we've turned off the Levels layer in this 
we've continued on to bring some depth of field to bring the tone on the castle down, we've dragged shot and added a Curves layer. Even with multiple 
the trees. This trick can add depth to an otherwise the midpoint slightly to the left. The completed handles and tweaking, the resulting image doesn't 
flat picture, but be careful not to go too far or the picture has a much better colour balance than the have the depth of field that the Levels version does 
darks areas will posterize original scan in step 1. and is too bright. 


: Improving underexposed images 


Images which are underexposed are usually dull and dark. Fortunately there is hope on the digital frontier 


| 1) This image was taken with a specialist 

panoramic digital camera which uses a The first thing we've done is to pick some 
standard SLR lens. The exposure had to be balanced points in the image to use as reference points 
between the sun and its surroundings which has while retouching the image. We've chosen to use a 
produced a dull image with severe lens flare where clear bit of sky, the hotel, a stretch of horizon close 3 We'll start by adding a curves adjustment 
the sun is. Unfortunately, for copyright reasons, this _to the sun flare and the sea. layer with the Mode set to Screen — go to 
image isn't available for download. Layer>New Adjustment Layer>Curves.> 


125 


126 


TOOLS AND TECHNIQUES Q PHOTO RETOUCHING 


Digital versus film 


While photography purists 
argue that a digital image can 
never be as good as an image 
shot of film, some shots carit be 
easily done with film. Take this, 
panoramic shot of the beach at 
Brighton for example. This could 
have been donewith a film 
camera, but it would have taken 
50 or 60 shots all framed slightly 
differently and bracketed 
exposures. Usinga digital 
panoramic camera we were able 
to view the shots as we took them 
and adjust the framing and 
exposure. Even so, there is still a 
lot of tidying work to be done to 
bring out the best in this image. 


We've chosen to use the Screen mode 
here instead of the Normal mode because 
Screen helps to balance the saturation of the 
image overall. You'll see here that even though the 
curve hasn't been adjusted, the image quality has 
already lightened. 


Moving the Curves dialog to the right side 

of the screen reveals that the tone of the 
wood is already nearly perfect. To retain this 
point, set the next handle using the decking in 
the foreground. 


Dragging the hotel handle to the left while 

keeping it in a flat line, enables us to lighten 
the whole line of buildings along street level without 
changing the contrast or impacting other areas of 
the image. 


Zoomed the image in to full screen and 
remove the palettes so you can see the entire 
picture while working. While the image needs work 
over the whole image, start with the sky because it's 
the largest piece of the image. Set the first handle in 
the middle of the sky's tonal area. 


There is still some imbalance in the tone of the 

background images, but instead of working 
with the wood handle, we'll use the sky one again. 
By dragging this handle back towards where it 
started, we've managed to lighten the highlights in 
the sky slightly while keeping the tone of the deck 
and darker sky intact. 


The one major area of the image which still 

needs a lot of work is the right-hand side 
where the sky and sea meet in a massive sun flare. 
There is too much here for a single handle to 
correct, but we've placed the first one at the horizon 
just where the sun flare starts to burn in. 


Drag the first handle to the right, keeping it 
relatively flat vertically. Immediately, this 
makes a substantial improvement to the tone of the 
sky but it also improves contrast across the various 

dark areas of the image. 


| 9) We need to add some vibrancy to the strip of 
buildings along street level. Place the next 
handle on the part of the hotel that appears closest. 


As before, try to keep the handle relatively 

flat as you drag it horizontally. In this case, 
we've brought it to the rightin an effort to reduce 
the brightness of the horizon where it hasn't burned 
in yet. 


The final handle we've used is for the sun itself 
which is the brightest part of the image. As 
you see, the handle actually registers as the white 
point. In this case, many people might choose to use 
the white point Eyedropper to correct the sun, but 
this would cause us to lose too much information 


PxHoto RETOUCHING 3 TOOLS AND TECHNIQUES (1) 


This time, drag the handle straight down. 

This has the effect of increasing contrast 
rather than darkening the image. If you move the 
handle to the left, or any further down, you start to 
get posterized effect, so you have to be careful with 


* 


With the tone sorted out, we need to clean up 
some of the problems with the image. The first 
of these is the extreme sun flare which is a result of 
the sun overloading the CCD in the camera. Here 
we've used the Selection tool, set to single pixel 


column, to copy a column of pixels just to the right 
this adjustment. 


of the burn 


Be We've had to paste the column in repeatedly 

in order to completely mask the burn in. It took 
five single pixel columns - Photoshop places each of 
these in a separate layer which makes it easier to 
place them side-by-side, a pixel apart 


Q Next, flatten all the pixel columns into a single 
Next, paste this column of pixels into the 
image over part of the burn 


layer which you can also use now to store the 
other repair work in. 


The final image has a much better tone and 
colour balance. The sun looks much more 
dramatic now that the burn and lens flare has 
been substantially reduced. The removal of the 
shadows, while not necessary, make the viewer 


wonder how the shot was even achieved. Overall 
the effect is stunning. > 


For greater control, zoom in on the area with 
the shadows in it. The shadows were cast by 


the photographer, a colleague, and the tripod the 
camera was mounted on. 


Removing the shadows is a simple task of 

Cloning and Stamping a neighbouring 
portion of the deck which doesn’t have any 
shadows cast on it 
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: Removing digital artefacts 


Digital artefacts are an unfortunate by-product of digital cameras. 
Let's take a look at how to reduce or minimise them 


The evils of 
compression 


Most digital cameras store 
images using some sort of 
compression. While compressing 
the images maximises the 
number which can be stored on 
the memory card, italso 
compromises the image 

quality. Most digital cameras use 
JPEG compression to reduce the 
amount of information where 
there are large swathes of a 
single colour ortries to average 
colour values incertain areas. In 
both cases, this produces digital 
artefacts which mar the image. 
While most cameras enable you 


Download this image, entitled ibiza.psd from 

the Computer Arts Website. It was taken with 
a digital camera which was an intermediate model a 
couple years ago. While the image was shot in Fine 
mode, it still has some nasty artefacts around the 
front end of the car and is generally harsh. 


to set the level of compression, 
which can help reduce the 
presence of these artefacts 
most images still need some 
cleaning up. 
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The first thing to do is to convert the image 

from RBG (used by most digital cameras) to 
Lab Colour, (image>Mode>Lab Colour). The lab 
colour space separates the colour information from 
the black and white information which makes it 
easier to clean up 
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Switch from the Layers palette to the Channels 
palette. We'll start with a channel which is a 
contrast channel for the image. This channel shows 
up some of the artefacts in the background which 
weren't as readily visible in the Colour channel. 


What we need to do is blur the artefacts into 

the surrounding pixels. Select the Gaussian 
blur filter from Filter>Blur>Gaussian Blur. Starting 
with a value of 1, drag the pointer to the right 
until the image smoothes. Remember, the amount 
of blur you need differs from image to image and 
within channels. 


Next, select Channel b in the Channel palette 

Straight away you'll notice that this channel 
contains much more detailed contrast information 
than Channel a and shows up more of the artefacts 
in the car itself. 


By blurring the Contrast channels, we've 

softened the image considerably. In order to 
correct this, we need to sharpen the Lightness 
channel. Select the Lightness channel from the 
Channels palette 


While working in black and white for the other 


channels was fine, we need to fine-tune the 
image so it’s better to view it in colour. To do this, 


use the ‘~' key. Next, bring up the Unsharpen Mask 


by going to Filter>Sharpen>Unsharpen Mask. As 
before, each image is different, but start with small 
values (eg, 25 per cent, 2-5 pixels, 2-5 levels) and 
increase them slowly. 


As with Channel a, we want to blur the 

artefact into the surrounding pixels. Select 
Gaussian blur again and starting with the pointer at 
1, drag it slowly to the right. In this case, we've had 
to.use a much higher value due to the extra 
information in the channel 
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The image is now complete. Visually, there 

doesn't appear to be a tremendous difference 
because the original image already had a good tone 
and colour balance. However, the artefacts are now 
mostly gone and the image has a softer quality. 
This technique can also be used to reduce the moiré 
effect in scans. 
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Expertise provided by Vincent 
Marcone. Email Vincent at [e] 


vincent@mypetskeleton.com, 


or visit his Website at [w] 
www,mypetskeleton.com 


Files on disc 

On the CD is the free full 
version of Dreamy Photo 
Plus, in the Tutorial\Dreamy 
folder are all the files needed 
to follow this tutorial. 


Using Dreamy Photo 


Nuustration: Vincent Marcone [el vincent@mypetskeleton.com [w] www.mypetskeleton.com 


Creating artwork with your full version of 


Dreamy Photo, which is free on the cover CD... 


magine a plug-in that is 

worthy of the Sandman's 

touch. A filterthatcan 

provide various dreamy 
effects to your compositions. Well, 
Dreamy Photois here, and it’s free for 
your creative consumption in this, The 
Complete Adobe PhotoShop 
Handbook. 

Your new free plug-in by autoFX will 
give you the opportunity to view your 
work as if it were in the midst of a sleepy 
fog. This mist will enable you to sculpt 
your image into the dream that you know 
you had, but couldn't help forgetting the 
very next morning. 

The installation process of Dreamy 
Photo onto your system should go 
smoothly and without grief. Simply 


follow the step-by-step directions and 
enter the serial number that you will 
receive once you have registered your 
version of the software. 

In this tutorial you will learn how to 
effectively use Dreamy Photo to present 
an atmospheric and ephemeral look to 
your illustrations. You will also find that 
this plug-in provides a digital foundation 
for turning various textures into soft 
ambient lighting effects that will play off 
of the haze within your image. In short, 
there is more to Dreamy Photo than it 
first appears. 

On the CD, you will find your free 
plug-in and intructions on how to obtain 
your serial number, as well as all the 
necessary files (and a few extra ones for 
you to use) needed to complete the 


Part 1: Set yourself up 


Before you begin, you need a good quality photograph that's ripe for adding dreamy effects... 


Know your ghosts 


The Ghost Type options offers 
three distinct effects. The Soft 
effect is covered by the tutorial, 
which is simply a well-placed 
haze. The Zoom effect gives the 
appearance of movement 
towards the picture. The blur 
becomes more severe the further 
itis from the center point. The 
Rotation effect looks as though 
the image is spinning. Again, the 
effect becomes more severe as it 
moves away from the centre, 


BIB This photo was taken to evoke a surrealistic 
mood. The dandelions surrounding the doll 

have been placed to offer a feeling of depth. The 
doll has been positioned in a particular manner to 
suggest that he is interacting with his surroundings. 
Open the file doll.jpg from the Tutorial\Dreamy 
folder on the CD, You will notice that it is slighty 
faded and in need of adjustment. 


Py t's important to have true whites and true 

Mm blacks within the image before using the plug- 
in. Essentially, you want to make sure that the image 
is crystal clear to successfully use a filter that is 
meant to add a dreamy haze. Use the shortcut 
(Command/Ctri+L) to bring up the Levels interface. 
Slide the black arrow to the right and the white 
arrow to the left until the whites and blacks are 
contrasting well with each other. The image should 
pop out slightly. 
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Ey The base colour for this tutorial will have a 

kw sepia tone to it, to suggest that it could have 
been stolen from an antiquated photo album. To 
adjust the colour, bring up the Hue/Saturation 
interface (Command/Ctrl+U). Check the bottom 
right-hand corner box to colourise the image, then 
proceed to slide the Hue arrow across the spectrum 
until a dull brown appears in the main image. Make 
sure the image is barely saturated 


Part 2: The Dreamy Photo plug-in 


The Dreamy Photo filter can be sensitive to fine detail and depth, yet still maintain a certain magic haze... 


Once you've loaded the plug-in, apply the 

effect by clicking on the DreamSuite icon itself 
and loading the newly-adjusted doll.jpg image into 
its interface (File>Open). Alternatively, select the 
DreamSuite option from the top main bar in the 
Filters section, directly within Photoshop's interface. 
Once DreamSuite has been accessed, choose the 
Special Effects tab and select Dreamy Photo. When 
applying this effect directly from Photoshop, create 
a copy of the original image, since you will need the 
original layer as well 


pug Click on the Ghost Type tab and select Soft. 

a This effect will contrast the harshness of the 
textures within the photograph and provide the 
perfect backdrop for any imported textures. The 
Blur option should be set to 9, the Blend option 
should be set to 47, the Ghosting option set to two 
and finally Soften Mask to 5. At the bottom of the 
interface you will notice a Zoom option, set it to one 
and place the tiny blue ball in the top left-hand 
corner of the sphere 


3 | The photograph now has a dreamy mist to it. 
One of the keys to using this filter effectively is 
to know that less is indeed more. You want to equip 
your image with a certain amount of obscurity 
without it being too obvious. If used properly, this 
effect can be quite elegant. 


Part 3: Adding mystery 


Adding certain subtle elements to visually confuse the human psyche... 


a Now that a perfect atmospheric haze has been 
added, you will want to confuse the eye 
slightly and add some sharpness. Create a new file 
that has the doll.jpg layer beneath the newly- 
adjusted doll layer. Once they have been stacked 
and are in the exact same position, erase some key 
elements from the dreamy doll layer, so that the 
sharp original layer will show through. When 
erasing, make sure Opacity is set to 50 per cent 


Once you have done this, merge the two 

layers by clicking on the upper right-hand 
arrow within the Layers palette and select Flatten 
Image. Go to the Filters option at the top main bar 
and select Liquify (Liquify is under Image in 
Photoshop 6). Once in the Liquify interface, choose 
the Warp tool (hand symbol at top), and gently 
nudge the stem of the dandelion with a large brush 


Make sure the shadow of the dandelion on the 

doll's arm has also been adjusted so that it 
mimics the dandelion's new form. Again, less is 
more here. The Warp tool, in this case, is meant to 
add a subtle detail into the environment without 
disturbing too much of the atmosphere. +> 


132) TOOLS AND TECHNIQUES Q DREAMY PxHoTo Piuc-IN 


: And the seedlings take flight... 


Now to add a flock of seedlings that will appear to have taken flight from the swaying dandelion... 


Blur and blend 


The blurfactor determines the 
harshness of each Ghost Type 
effect. Forexample, the 
spectrum runs from 0 to 29, at 
the end of the spectrum the 
Ghost Type is blurred out to full 
capacity, However, you still have 
to take Blend option into 
consideration, which ultimately 
controls the opacity of the blur. 
Even ifthe bluris at 29, it will 
barely be noticeable unless the 
blend (which is really another 
word for opacity in this case) is at 
least somewhere in the middle, 
such as 60, 


Ghosting 
and tinting 


The Ghost option enables you to 
control the lights and darks 
within your blur/blended effect. 
Essentially, the more ghosting 
you have, the more your darks 
and whites become 
consecutively stronger. The tint 
option adds a new hue to your 
effect. If you click on the colour 
square, a new interface pops up, 
so that you have every colourin 
the spectrum available to you 


@ Open the file seeds.psd from the CD. These 
are real seeds that have been placed onto a 
flat bed and scanned at a high resolution. They have 
purposely been placed on a black background so 
that they can easily be screened into new 
compositions. Copy and paste five of each seed into 
ten separate layers. Select the seed with the 
Marquee tool and Command/Ctrl+C to copy and 
Command/Ctr\+V to paste. 


4 | Once the seeds have all been arranged to your 
liking, flatten the entire layer (see Part 3, step 
2) and create a duplicate layer. Select the duplicate 
layer and choose the DreamSuite effect from your 
Layers option in Photoshop. Follow these 
coordinates: Blur at 5, Blend at 70, Ghosting at 

27, Tint colour at 0, Soften mask at 5 and Zoom 

at 3 with the ball in the upper-left corner. The seeds 
should now appear as if they are giving off their 
own light 


r2 Now, bring each layer into the Liquify interface 
and change the form of each seedling so that 
each one appears slightly different from the other 
using the Warp tool. It's important that each seed is 
unique in some way, they should not look as if they 
are duplicates. 


G Link both layers and drag them into the main 
illustration. If you click on the box directly 
beside the thumbnail within the Layers palette while 
the other layer is highlighted, a chain link will 
appear, which means the layers will move directly 
with each other. Go to the original seed layer that 
wasn't adjusted in DreamSuite, and change Opacity 
down to 70 per cent. Turn the other layer off (click 
the eyeball) to see the difference. 


Open a new file at 60x45mm (Command/ 


© chin ang arrange the seedlings so that they 
appear to be flying off in a direction from bottom- 
left to upper-right. Use the Transform tool 
(Command/Ctrl+T) to alter the sizes and angles, 
The idea here is to arrange them as they are being 
carried by a gust of wind 


Turn on the seeded layer that was adjusted in 

DreamSuite and keep it at 100 per cent. There 
will be a notable enhancement from the original 
layer. You will see a slight glow and blur to the seeds 
that is in keeping with the overall dreamy look 


: Bring in the textures 


Importing various textures to give the photograph more of a chemically dilapidated feel... 


Soften and Zoom 


The Soften option is specific for 
altering a mask. If you have 


selected a specific area within an 


illustration, you can alterthe 
effect of the selection with this 
spectrum. The Zoom offset 
essentially controls how and 
where the image effects 
displaced. The higher the 
number, the larger the zoomed 
image becomes. The location of 
the image is also controlled by 
the placement of the ball within 
the blue sphere. 


Open the file paintblobs.jpg from the CD. 

These textures were created by allowing paint 
to dry over a plastic surface, which happened to 
crack over a period of time. This type of effect will 
enhance the worn photograph look that the image 
will carry. 


a The texture needs to be adjusted to match the 
hue of the photograph. Simply open the 
Hue/Saturation interface (Command/Ctrl+U) and 
check the Colourize box and slide the hue arrow 
until you have a similar colour match. Remember 
that the saturation level should be fairly low to be 
effective in this case. Drag the textures into the 
upper-left and right comers of the photograph as 
illustrated above, 


r3 | Once the textures have been properly placed, 
choose the option Linear Dodge from the 
Layers palette and change Opacity to 20 per cent. 
The texture should look like an odd layer of film 
over the photograph, as if to imply that something 
went wrong in the development process. 


Ambient textures 
and lighting 


The beauty of textures such as 
these is that if they are used with 
a concerned eye and fine hand. 
their subtleties can be very 
powerful. Soft Light and Overlay 
works very well with midtones 
rather than harsh lights or darks. 
Which is why Dreamy Photo's an 
excellent catalyst for these layer 
options. The haze tends to scatter 
the darkestand lightest 
components of the image, which 
provides a nesting ground for 
subtle lighting and textural 
effects without distracting from 
the main image, but enhancing 
the mood nonetheless. 


Open the file lightdifference.jpg. Use 

Command/Ctrl+! to invert the image from its 
original state. You should now have the negative of 
the original texture infront of you. Once again you 
will have to colourise (see Part 1, step 3) the image 
so that the lights in the texture resemble a similar 
hue as the sepia in the main illustration. 
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Drag the texture over the main photo and 
change Opacity to 72 per cent. Once you have 
done this, you can see where the textures will effect 
exactly what areas of the underlying photo. This is 
your opportunity to use the Cloning tool to clone 
your favorite pieces of the texture into specific 
areas. Choose the camera icon in the toolbar and hit 
Alt (PC) or Option (Mac) to target your cloning 
spot. Then paint in the areas you'd like to enhance, 


From the Layers palette choose Difference in 

the layers options. You will find that the 
texture now has introduced a faint blue hue into the 
picture. The combination of sepia and blue has 
added a slight corrosive effect to the image without 
being too intruding 


: Dreamy Photo textural effects 


Dreamy Photo has done more to the image than just add a dream-like quality into composition. In fact, 
this plug-in has provided the perfect backdrop for soft lighting effects with other textures... 


Experimental 
lighting 


Trying to find the perfect colour 
combination with ambient 
lighting against the main image 
can take a good deal of trial and 
error.In this case, your 

Hue/ Saturation interface can be 
your best friend. Do not be afraid 
to take random textures and 
place them haphazardly into the 
design. Switch the textures to 
either Soft Light or Overlay, then 
bring the Hue/Saturation 
interface up (Command/Ctrl+U) 
and slide the hue arrow across its 
spectrum, Move the textures 
around and watch as they change 
colouras they collide different 
hues and textures. Keep what you 
like, dismiss what you dori 


It's time to add some colour into the mix. 
@ Open the files texture1 jpg and texture2.jpg 
from the CD. Both of these flamboyant textures 
were created by methods in ‘The scanner lab’ 
tutorial, starting on page 66. They will provide a 
beautiful ambient atmosphere into the image. 


4 | Open the file texture3.jpg from the CD. This 
file will provide the final piece of lighting. The 
light areas will brighten the appropriate colours and 
textures within the illustration. 


(2 | Place texture jpg over the entire image and 
select Soft Light. If you look closely, the layer is 
reacting in two different ways. It is adding texture to 
some areas of the composition, and is also creating a 
new sense of light and colour. Now place the warm 
colours of texture2.jpg over the entire image and 
select Soft Light from the Layers palette. Note the 
difference in how the textures affect the image. 


Drag the layer into the main image so it covers 
the entire surface area. Bring the Opacity 
setting down to 52 per cent. Make sure the layer is 
placed above all other layers within the palette. Set 

the options in the Layers palette to Overlay. 


This mix of textures has offered warm and cold 

ambient lighting, as well as a variety of subtle 
textural effects. The combination of textures, along 
with the dreamy photo effect has created an 
atmosphere that looks asif it had been fished out of 
someone's subconscious. 


You will notice that everything brightens 

considerably. However, the dandelion should 
be slightly brighter, to provide more of a focal point 
within the illustration. Select a rough circle around 
the dandelion and copy and paste that chunk of the 
texture directly above it. Again, set it to Overlay and 
erase the edges of the circle with a soft brush, so 
that no harsh lines can be seen. 
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You'll find all the finished add-ons on 


as well. as the 


he CD in the Tutorlal\Add-ons folder 


CRONE 


reviously, Photoshop 
add-ons were restricted to 
plug-ins and effects. With 
Photoshop 6, however, 
Adobe has given artists the power to 
design their own shapes, brushes and 
gradients. This expanded toolset has 
made the program more flexible and 
arguably more creative to use. 
Futhermore, artists can save and 
exchange the libraries of shapes and 


brushes they've created, which extends 
the boundaries even further. 

In the following tutorial, we're going to 
show you how to customise Gradient 
Fills. Then we'll look at the creation of a 
custom shape, with the help of /llustrator 
8 or Yand finally, we'll turn to Painter, 
which is a great source of new brushes. 
We'll show you how easy it is to devise a 
stroke in Painter, then export it over to 
Photoshop for use as a custom brush. 


brushes and gradients 


Expand Photoshop and make it easier to use by making your 
own shapes, brushes and gradient fills. We show you how... 
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: Create a custom Gradient Fill 


There are five types of gradient: linear, radial, angle, reflected, 


and diamond. We'll start by making a hi-impact colour gradient 


Gradient uses 


Five typesof gradient are 
available: linear, radial. angle, 
reflected, and diamond. 
Gradients can be applied on 
different layers, which in turn can 
be distorted or warped to create 
unique gradient types. 
Alternatively, apply effects like 
Liquify to create gooey gradients. 
Unlike using a normal fill, if you 
adjust the gradient content using 
Layer>New Fill Layer, a scaling, 
options offered which means 
that the gradients scalable and 
adjustable at any stage of the 
creative process. Lastly, 
gradients can be used 

throughout layer effects. 


Preset manager 


This isa central repository for all 
brushes, shapes, contours, and 
gradients. Goto Edit>Preset 
manager and select Library Type. 
Buttons such as Load, Replace, 
‘Save and Rename give you total 
control over Photoshop add-ons 
(except plug-ins). Each add-on 
has its own Library palette, The 
palette can only display a 
‘maximum of 500 items, in list 
orthumbnail. 


Gradient Layer 
effects 


Gradients can be used in strokes, 
inner and outer glows and 
gradient overlays. For gradient 
overlays, all the standard 
gradient types can be used. 
For stroke settings, set Stroke 
‘Type to Gradient and an 
additional useful gradient type 
can be applied, shapeburst, 
which follows the selected 
shape outline. Different 
gradients can be used foreach 
individuatettect. 


Go to File>New (700x700). Select the Gradient 

tool and palette to display gradient stops and all 
available gradients in the current library. Extend the 
dialog to make it easier to add gradient stops. 


Delete all existing colour and opacity stops 

from the current gradient. The last two stops 
cannot be deleted. To remove a stop, select it and 
drag it from the colour or opacity bar off the dialog. 
The edited gradient still exists, by the way — any 
changes are saved to a new gradient. 


NAVA 4 


ABA A \/\ 


To add stops, just dick the bottom bar. To 

create a red, blue, red gradient, set the first 
stop to red and the second stop to blue. Move the 
red stop to 0 per cent location, and blue to 10 per 
cent. Select the red stop and click the 20 per cent 
location to create a new red stop, then click the blue 
stop and click location 30 per cent, and repeat for 
40, 50 and so on. 


Above the gradient bar, place the following 

opacity stops: 100 per cent at 0 per cent 
location; 100 per cent at 100 per cent location; 75 
per cent at 50 per cent position; 0 per cent opacity 
stop at 25 per cent; and 0 per cent opacity stop at 
location 75 per cent. The gradient has the maximum 
colour at the edge, with transparency in the centre. 


To change the blending, modify the Colour and 

Opacity midpoints. Set all the Colour midpoints 
closer to the blue, increasing the redness of the 
gradient. Repeat for the Opacity, setting the 25/50 
per cent midpoint towards the 25 per cent and the 
50/75 midpoint closer to the 75 per cent, displaying 
more of the centre and faint bands of blue. 


Press the New button to save the new custom 

gradient. To be on the safe side, save the 
gradient library and gradient using the Palette 
dropdown. Select the Gradient tool, set Gradient 
Type as Radial and Blending to Normal and place 
the cursor at the image top-left, dragging the 
Gradient tool to the bottom-right and release. 


Set the Blending Mode to Difference. 

Now click the diagonal in the bottom—left 
corner and drag to the top-right of the image and 
release, creating a slightly smeary radial padded 
dome effect. 


BD Go to Layer>Duplicate layer. Then go to 
Edit>Transform>Distort to distort the gradient. 
Move the bounding box points to create a distorted 
3D perspective, making the top layer smaller than 
the background layer. 


Apply a Layer effect to the duplicated/distorted 

layer. Check the Dropshadow and Bevel 
options. Select the Outer Glow and set it to Gradient 
Option, Blend Mode to Difference, Spread to 0, and 
Precise. Save the document for use later. > 
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: Custom shapes 


Next we show you how to create a shape using ///ustrator 8 
or 9 then import it into Photoshop... 


Illustrator plug-ins 


Mlustrator comes with a huge 
range of native plug-ins/filters 
but in the past few years there 
has been an explosion of third 
party plug-ins for Illustrator 8/9. 


Shape layers, paths 
and fill regions 


‘Shapes can be used in three 
ways: either asa shape layer, 
path orfill region. Shapes can 
also be tweaked, distorted or you 
can apply perspective to them. 
They canalso be intersected or 
United with other shapes or 
converted text, manipulated at a 
point level, and points can be 
added or removed. The initial 
shape is just a starting point. 


Other libraries 
available 


‘Shapes, brushes and gradients 
can be found on the Web. Custom 
shapes for Photoshop can also be 
Used in Elements, which comes 
with a wide selection of shapes. 
Shapes can be created from 
converted textas well 


— 


In Illustrator 8 or 9, use the Circle tool and 
B create a quick cigar shape by dragging the 
cursor downwards (with a little horizontal 
movement). Copy the shape and offset. Select 
both shapes, and use the Align tool to vertically 
align the centres. 


B Place the selected path below the original, and 
connect both halves slightly. Horizontal align 
centre and pathfinder ‘unite’ for the shape. Copying 
the /Ilustrator path, switch to Photoshop, open a 
700x700 new document, and paste the path. Select 
the shape option. The copied path is now a shape. 


With one shape already on the document, 
additional shapes can be added. Four buttons 
will be displayed: select the Add button (the first 
button) and repeat, dragging shapes across the 
image. The shapes unite to form a single shape and 
the layer effect changes to reflect the new 
combined shape. 


2 Pick the Twirl tool and twirl the paths 
clockwise. Combine the paths by applying the 
pathfinder ‘unite’. Using the Free Transform tool, 
grab the top-right bounding point and hold down 
the Control-Alt-Shift (on a Mac, Command— 
Option-Shift) keys to apply perspective to the path. 
Or use the Free Distort tool. 


Go to Edit>Define custom shape to save 
B shapes as semi-permanent. If you replace the 
library, the defined shape will be lost. To 
permanently save the shapes, open the Shapes 
palette and save as a Shapes library via the Palette 
dropdown. The shape can now be shared with other 
Photoshop users. 


Select the Move tool. Go to Edit>Transform> 
Distort, distorting the shape layer. The shape 

is still a custom shape, so go to Fdit>Define custom 

shape and the shape can be used again and again. 

To completely save the shape, use the Save 

Shapes command. 


Create a large square. Place the square over 
the bottom 2/3 of the combined shape (don't 
overlap smaller curved path). Divide pathfinder, 
using Object>Ungroup. Select the square and the 
bottom ungrouped cut paths and delete. Pathfinder 
‘unite’ top path and select the top half. Double-click 
Reflect and Copy (horizontal axis) tool. 


DB Open a new image, select the Shapes tool and 
palette, and highlight the required shape. 
Three buttons appear in the top-left. Click the first 
button for a new shape layer and select a style in the 
Shapes-Styles palette. Drag the Custom Shape tool 
(you will see a + cursor appear) across the image 
and release. 


Shapes can be applied as work paths or 

filled regions. Using the defined shape (select it 
from the Custom Shapes palette), press the third of 
the shapes buttons, and setit to Filled Region mode. 
Filled regions are great for flat colour and Web 
design effects. 
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: Create new brushes 


Painter is a wonderful source of new Photoshop brushes, 
either created from natural brush strokes or nozzles 


RIFF/Nozzles 
as brushes 


Painters a wonderful source for 
new brushes, either created from 
natural brush strokes or nozzles. 
Nozzles are a great source for 
more image-or abstract-based 
brush strokes and as with all 
Painter brushes, they come with 
wide range of variants. Painter 
also has a very useful capture 
brush feature. 


Brush format 


Brushes created for Photoshop 6 
can be used inthe recently 
released Photoshop Elements 
(available from [w] www.adobe. 
com, price $99), though not in 
585. Brushes are integral to the 
Photoshop toolbox: Airbrush, 
Paintbrush, Pencil, Clone, 
Pattern Stamper, History, Art 
history, Eraser, Background 
Eraser, Blur, Sharpen, Smudge, 
Dodge, Burn,and Sponge. Each 
brush comes with its own options 
such as Finger Paint or Apply 
mode. Ifa work path is selected 
then brush strokes can be 
applied to the stroke with the 
current tool brush 


Artpad/Pen 


Painting witha mouse is fine but 
fora more painterly effect (and 
control), pen is essential. If you 
havenit got a pen, resizing the 
brushes is a matter of resampling 
the brush and re—defining it. If 
you have a pen though, additional 
options are available — you can 
Use pen pressure to control the 
brush dynamics: size, pressure, 
‘opacity, colour, and soon 
(depending on the tool selected). 
The Colour option enables 
foreground and background 
colour blending, 


Create a shape (with a foreground colour of 

red) in anew 300x300 document. Go to 
Layer>Layer Styles and check Bevel and Emboss to 
create a bevelled shape. Check the Gradient Overlay 
and select Pre-made Gradient, and set Blending 
Mode to Difference, Gradient Style to Linear. 


Draw a spiral brush stroke (with the spacing 
close to zero). Go to Effects>Depth Of Field 
(default settings), to add a slight blurring to the 
nozzle brush stroke. Click the Brushes icon on the 
Brushes palette and set to Smeary Bristle Spray. 
Select the whole document and capture the current 
brush (Brush menu). 


Open the final gradient saved image and 

flatten the layers. Select the Art History tool 
and set the Style to Dab (you will also notice a wide 
range of different styles: the dab is one of the 
easiest to control). Click on the Brush palette and 
select the newly created brush. Use a mouse or pen 
to create an instant Impressionist effect. 


Go to the Paths palette and highlight ‘Shape 1 

clipping path’, click on the right arrow, and 
Make Selection (Feather Radius 0). Then go to 
Select>Modify>Contract to contract the shape by 1 
pixel. Go to Select>Save selection and save your 
shape as a TIFF. Open the TIFF in Painter and go to 
Select>Load selection, then save it as a RIFF. 


Create a new 300x300 document. Using 

a mouse (not so great) or a graphics tablet 
(better) on a brush size of 90, sketch out a blurry 
brush stroke (set the Colour to Black) and save. Avoid 
painting to the edge because this creates a brush 
with a shaved edge. 


Select the middle of the image and copy and 

paste. Use the Eraser tool and select the new 
brush, then erase parts of the pasted layer. Go to 
Layer>Layer Styles>Drop shadow and check the 
Bevel style. Go to Edit>Transform>Distort to give a 
3D appearance to the layer. 


Open a new Painter document, white, 

300x300. Go to the Brushes palette and select 
the Image Hose tool. Nozzles are loaded via the 
Nozzles menu and Load Menu option. Select the 
RIFF brush, and the nozzles definition will be 
displayed for that nozzle, except the defaults. The 
hose is now loaded. 


D Open the saved Painter brush in Photoshop 


(300x300 document), and go to Edit>Define 
brush. As with shapes and gradients, the brush is 
saved in the current brush library. Select any brush 
tool (say Art History) and the Brush palette will be 
displayed. Click the right arrow and save the 
brush set. 


Layer>Layer Styles>Copy Style copies the 

current style. Layer>Create New Layer and 
Layer>Layer Styles>Paste Layer Style applies the 
same layer settings to a new layer. Select the Airbrush 
tool and Paint, Dropshadow and Bevelled airbrush 
strokes. To distort or warp the brush strokes, go to 
Edit>Transform>Again 
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Expertise provided by Frank Bartucca 
[e] bartucca@btinternetcom 


Layer Styles: creating 
natural elements 


Creating natural textures such as slate, rust and 
wood bark is now a matter of tweaking the right 
settings and using Photoshop 6's Layer Styles 


n this tutorial, we're looking 

at creating three natural- 

looking textures. The first 

treatment will recreate a 
moss-covered stone effect by overlaying 
layers filled with different pattern 
overlay styles. Then, rust and bark 
effects by using the layer blending 
modes with the Bevel and Emboss filter 
along with layer masks. 

The introduction of Layer Styles to 
Photoshop 6 was a welcome addition to 
its list of filters. The versatility they offer 
far surpasses the capabilities of most 


other commercial filter packages. 
Features such as the Contour and Texture 
options in the Bevel and Emboss filter 
completely transform the result by 
changing the shape of the bump map, 
creating some very unusual effects. 

Because the filters stay active, 
adjustments can be made as a texture is 
built up, so subtle enhancements can be 
made at all times. There are a lot of 
instructions to follow here, but they 
should all be fairly straightforward and 
the only thing you have to do is some 
simple paint work. 


: Stone 


Here we'll create a stone texture with patches 
patterns from the Pattern Overlay Layer Style 


Create a new document 15x15cm, 300dpi. Add 

anew layer and fill with C78, M24, Y59, K7. 
Select Layer>Layer Style>Pattern Overlay and 
append the patterns by choosing the Patterns 2.pat 
from the dropdown menu. Select the Slate pattern 
and set the Scale to 1000 per cent. 


Add a new layer and fill with C23, M25, Y35, 

KO. Open the Pattern Overlay dialog box and 
select the Slate pattern. Set the Blend Mode to Hard 
Light and the Scale to 700 per cent. Set the Layer to 
Colour Burn to add depth and increase the texture. 


of moss using 
dialog box 


Add a new layer and fill with C52, M40, Y100, 

K19. Choose the Clouds pattern from the 
Pattern Overlay Layer Style and set the Blend Mode 
to Hard Light and Scale to 1000 per cent. Set the 
Layer to Hard Light to give the image a yellow hue 
and add blotches to help build up a moss texture. 


5 Add a new layer and fill with C48, M36, Y36, 
K3. Select Pattern Overlay and choose the 
Wrinkles pattern. Set the Blend Mode to Colour 
Burn, Opacity to 25 per cent and Scale to 250 per 


cent. Set the Layer to Overlay to brighten the image 


and build up the texture 


Add a new layer for the moss effect. Select the 
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Add a new layer and fill with C68, M38, Y29, 
K3. Choose the Stone pattern in the Pattern 


Overlay dialog box, set the Blend Mode to Soft 
Light and the Scale to 200 per cent. Then set the 
Layer to Overlay at 30 per cent Opacity for a subtle 
textural enhancement. 


D Add a new layer above Layer 1. Fill with the 
same colour as Step 5. In the Pattern Overlay 
dialog box, choose the Slate pattern, on Colour Burn 
at 100 per cent Opacity, 100 per cent Scale. Set the 
Layer to Colour Burn to transform the image, 

adding more depth to the moss effect and a blue 
hue to the whole image. 


7 Add a new layer and fill with C39, M28, 

28. Select the Add Noise filter and set the 
Amount to 50 per cent, Distribution to Gaussian 
and check the Monochromatic box. Set the Layer to 
Soft Light at 50 per cent Opacity to give the image a 
grittier feel. 


Brush tool and set the Size to 50 pixels and 
Opacity to 50 per cent. Scribble all over the darker 
areas, going over certain areas again to increase the 
opacity. Select the Bevel and Emboss Layer Styles 
and click on Texture. Choose the Rough pattern and 
set the Scale to 250 per cent, Depth to 500 per cent 
and click the Invert box. 


3) Now set the Bevel Style to Inner Bevel, 
Technique to Smooth, Depth to 100 per cent, 
Direction: Up, Size: 100px, Soften: 3px, Angle: 120 
degrees, Altitude: 30 degrees, Gloss Contour: Cone — 
Inverted, Highlight Mode: Overlay, 100 per cent 
White and Shadow Mode: Multiply, 100 per cent 
Black. Set the Layer to Overlay to finish off the 

moss texture. > 
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You can also achieve the effect of sunlight on rusted metal using the 
blending modes to achieve the variation in colour and brightness 


Colour change 


Tocchange the colour of the paint 
in the rust tutorial, add a new 
layer above Layer! and fill with 
the desired colour. Then select 
Layer2 to useas a layer mask 
and invert it. Now set the Layer 
Blending Mode to Colour. 


Repeat pattern 


You have to be a bit careful using 
a Pattern Overlay Layer Style 
overa large surface because the 
repeated pattern can become a 
bit obvious. But you can hide this 
by using layermasks to black out 
‘some of the worst areas. 


Experiment 


‘Once you've completed the 
tutorial, try changing the Layer 
Style settings and the layer 
blending modes to see how these 
transform the effect. Some 
surprising results can occurwith 
the right combination. 


Brush work 


‘The Layer Styles do all the clever 
work in this tutorial: all you have 
todo is a bit of simple brush 
work, The images are built up by 
over-brushing in certain areas to 
increase the opacity, and 
remember, soft edges will blend 
the effects smoothly. 


| 1) Open a new document, 15x15cm, 300dpi. Fill 
the background layer with C33, M47, Y71, K9. 
Create a new layer and fill with C28, M81, Y100, 
K21. Open the Pattern Overlay Layer Style under 
Layers and choose the Stone pattern. Set the Blend 
Mode to Hard Light, Opacity to 80 per cent and 
Scale to 300 per cent. Set the Layer to Colour Burn. 


Now click on the Texture box under Bevel and 

Emboss in the list. Select the Clouds pattern 
and set the Scale to 100 per cent, Depth to 25 per 
cent and check the Invert box. Now select the 
Pattern Overlay Layer Style. Set the Blend Mode to 
Soft Light, Opacity to 100 per cent, choose the 
Clouds pattern and set the Scale to 1000 per cent 
Set the Layer to Soft Light. 


B Add a new layer. Make up a brown colour of 
C30, M59, Y87, K44. Now with a brush of 40 
or 50 pixels in size, check the Wet Edges box and 
dab dots all over the rusty part of the image. Now 
use a larger brush, uncheck Wet Edges, set the 
Opacity to 50 per cent and paint along some of the 
edges of the rust and inside the other areas. 


Add a new layer. Select a brush of about 200 
pixels and choose a brown colour like C42, 
M71, Y100, K49. Paint a few high vertical peaks 
that will be tranformed into peeling paint later on. 
Now open the Motion Blur filter and set the Angle 
to 90 degrees and the Amount to 100 pixels to 
soften the edges. 


Duplicate this layer and open the Layer Style 

dialog box. Alter the settings to the Bevel and 
Emboss style as follows; Soften: 16px, Gloss 
Contour: Ring - Double, Highlight Opacity: 50 per 
cent, Shadow Mode: Hard Light, Colour: C3, M52, 
Y88, K1, Opacity: 80 per cent. Click on the Texture 
box and change the Scale to 1000 per cent, Depth 
to 75 per cent and uncheck the Invert box. 


Select Bevel and Emboss and follow these 

settings, Style: Emboss, Technique: Smooth, 
Depth: 75 per cent, Direction: Up, Size: 15px, 
Soften: 3px. Angle: 120 degrees, Altitude: 30 
degrees, Gloss Contour: Gaussian, Highlight Mode: 
Soft Light, Colour: White, Opacity: 100 per cent, 
Shadow Mode: Hard Light, Colour: Black, Opacity: 
100 per cent. 


Select the Bevel and Emboss Layer Styles. Set 
the Style to Emboss, Technique: Smooth, 
Depth: 50 per cent, Direction: Down, Size: 84px and 
Soften: 3px. In the Shading panel set the Angle to 
120 degrees, Altitude: 30 degrees, Gloss Contour: 
Linear, Highlight Mode: Overlay, Colour: White, 
Opacity: 60 per cent, Shadow Mode: Overlay, 
Colour: Black, Opacity: 100 per cent. 


B Now select Layer>Layer Style>Pattern Overlay 
and change the Blend Mode to Overlay. This 
layer has now created the rust effect by overlaying 
textures and using the blending modes to achieve 
the variation in colour and brightness. 


Click on the Texture box and select the Clouds 
pattern, set the Scale to 200 per cent and 
Depth to 100 per cent and uncheck the Invert box. 
Set the Layer to Colour Burn. The subtle use of Bevel 
and Emboss with a Texture gives us the final, bubbly 
rust effect. 


Layer Stytes 0 TOOLS AND TECHNIQUES 


Part 3: Generic tree textures 


Painting out various areas lets the underlying texture 
come through, and gives the effect of splits in the bark... 


Create a new document 15x15cm, 300dpi. 

Fill the background layer with black, then 
create a new layer. Choose a 200 pixel brush and 
make up a colour of M25, Y50, K25. Paint wavy, 
vertical lines, overlapping in the middle of each 
column to increase the opacity. This will be used to 
create the inner layer of bark 


Duplicate this layer and change these settings 
for the Bevel and Emboss Layer Style, Depth: 
120 per cent, Direction: Up, Size: 100px, Soften 


Opx, Gloss Contour: Linear, Highlight Mode: Overlay, 


Colour: White. Click on the Contour box and select 
the Rolling Slope - Descending Contour, and set the 
Range to 100 per cent. Click on the Texture box and 
set the Pattern to Clouds, Scale: 200 per cent, Depth 
50 per cent, check the Invert box. 


Add a new layer and choose the colour C25, 

M57, Y80, K8. Select a brush with a Width of 
100 pixels and paint diagonal wavy lines over the 
bark areas. Make sure you leave some gaps in the 
image for the underlining effect to be unaffected. 


Select Layer>Layer Style>Bevel and Emboss 
and follow these settings, Style: Emboss, 
Technique: Smooth, Depth: 241 per cent, Direction 

Down, Size: 152px, Soften: 6px. Angle: 120 
degrees, Altitude: 30 degrees, Gloss Contour: 
Rolling Slope - Descending, Highlight Mode: 
Screen, Colour: C27, M72, Y78, K14, Opacity: 100 
per cent, Shadow Mode: Multiply, Colour: Black, 
Opacity: 100 per cent. 


Select the Pattern Overlay Layer Style and 

follow these settings, Blend Mode: Overlay, 
Opacity: 100 per cent, Pattern: Wrinkles, Sca 
per cent. Set the Layer to Darken, then add a layer 
mask. Paint out a few areas to let the underlying 
texture come through. You want to get the effect of 
splits in the bark 


Select the Bevel and Emboss Layer Style and 

follow these settings, Style: Emboss, 
Technique: Smooth, Depth: 120 per cent, Direction: 
Up, Size: 100px, Soften: Opx, Angle: Use Global 
Light, Gloss Contour: Linear, Highlight Mode 
Overlay, Colour: White, Opacity: 100 per cent, 
Shadow Mode: Multiply, Colour: Black, Opacity 
100 per cent. 


Now click on the Texture box and choose 
Wood as the Pattern, Scale: 500 per cent, 
Depth: 50 per cent and uncheck the Invert box. 
Click on the Pattern Overlay box and set the Blend 
Mode to Soft Light, Opacity: 100 per cent, Pattern: 
Wrinkles, Scale: 40 per cent. These settings help 
create the wood effect for the bare areas of the tree. 


Duplicate this layer and select the Pattern 
| 6) Overlay Layer Style. Set Blend Mode to Colour 
Burn, Opacity: 100 per cent, Pattern: Satin, Scale: 
1000 per cent. Set the Layer to Soft Light. This helps 
to colour the bark and the variations in colour add 
to the feel of depth 


2 ut Cs 


9) Click on the Texture box and choose the 
Clouds Pattern, Scale: 200 per cent, Depth: 50 
per cent and check the Invert box. Select Pattern 
Overlay and set the Blend Mode to Overlay, 
Opacity: 100 per cent, Pattern: Wrinkles, Scale: 50 
per cent. Set the Layer to Soft Light at 50 per cent 
Opacity to finish off with a subtle lighting effect, 
creating more highlights and shadows. 


—~ 
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Mustration: Bill Fleming fe] CHAOS3D@aol com 


Airbrush techniques 


The colourised pencil-shaded style is one of the 
most popular styles for medical illustration... 


Expertise provided by Bill Fleming 
fe] CHAOS3D@aol.com 
[w] www.komodostudio.com 


On the cover CD you'll find the source 
sketch for the illustration used in the 
QR folder. Youll need to 
load this file into Photoshop before 
beginning the tutorial, 


elcome to the airbrush 

masterclass. We'll be 

exploring a number of 

different professional 
airbrush illustration styles, from product 
technical design to medical illustration. 
In this first part, we're taking a look at 
medical editorial illustration. 

Medical editorial illustration differs 
widely from the standard technical 
illustration. Editorial illustration is more 
colourful and has an artistic flair to it, 
whereas technical illustration is more 
plastic in appearance, with less detail. 
Basically, editorial illustration is more 
appealing, particularly to the consumer. 
With the vast number of medical topics 
in the news today, and the proliferation 


of medical media there is great demand 
for medical editorial illustration, making 
this a timely topic for our tutorial. 

There are a number of different styles 
for medical editorial illustration, but one 
of the most popular is the colourised 
pencil-shaded style, which we're 
covering in this tutorial. This style 
resembles an airbrushed illustration but 
gives the general effect of pencil 
shading, so it’s less polished and more 
textured and grainy. Fortunately 
Photoshop makes this relatively simple 
to achieve through its layer blends and 
filters. With these tools, we can add the 
imperfections found in traditional 
pencil-shaded illustration. 


AIRBRUSH TECHNIQUES Part 10 TOOLS AND TECHNIQUES 


: Painting in Photoshop 


The first step is to create a detailed bump layer, which is then 
applied via a layer blend to the colour layer below 


Using a stylus 

White it's possibie to paint in 
Photoshop with a mouse, it's far 
better to use a stylus when trying 
to imitate the effect ofa natural 
airbrush, A mouse can be tricky 
and the cost of stylus tablets 

has gone down dramatically over 
the last few years, with many 
priced under $150. If you really 
want the real-world experience, 
you can now get an LCD tablet 
where you paint directly on your 
Photoshop image. It doesn’t get 
any better than that. 


Painting methods 


There are a number of ways you 
can paintin Photoshop but the 
most logical isto first create a 
detailed bump layer, which is 
then applied via a layer blend to 
the colour layer below to add 
detail. This way you avoid the 
necessity of changing brush 
colours to create highlights. 


Burn and Dodge 


The easiest way of adding depth 
toan illustration is with the Burn 
and Dodge tools. These darken or 
lighten the colour, making them 
ideal foradding shadowing and 
highlights. Of course, if you are 
working on a colour, rather than 
grayscale layer, your colour will 
be ‘burnt by the Burn tool. which 
means itwill be over-saturated, 
grayscale bump layers used 
for adding depth because gray 
darkens but doesn't ‘burr’ 


First load the Heart.psd image into Photoshop. 

This image represents a rough sketch of the 
heart, as well as the basic colour: we don't need any 
more than this because it's only a painting template. 
We'll be airbrushing the finer details. 


4) To paint the highlights, switch to the Dodge 
tool and paint strokes along the high points of 
the artery selection. To create a well-rounded artery, 
scale the brush size down several times as you make 
repeated strokes to lighten the colour. With the 
main artery completed, move on to the veins that 
extend off it and onto the heart tissue. The veins 
should already be selected. 


Fy To add the sharper highlights, select a small 
brush and use repeated strokes to create a hot, 
white line along the peak of the veins. With the 
veins complete you can now move on to adding 
depth to the red artery. 


By Start adding depth to the peach artery by 


Next, add a new layer beneath the sketch bd first selecting it on the colour layer with the 
layer called bump. Fill the layer with 50 per Magic Wand tool. Select the Burn tool with a 
cent gray. We'll be adding the depth detail to this Pressure of 20 per cent and a rather large brush. 
layer with the Burn and Dodge tools. Once On the bump layer, shade the outside edges of the 
completed, apply this layer to the colour layer below _ artery with multiple strokes of the brush. Then 
with a layer blend. move on to the highlights. 


FR First select the Burn tool with a small brush Now select the Dodge tool and paint light 
size, and then add shadowing to the outer highlights along the top of the veins. To make 
edges of the veins. the veins appear wet, add sharper highlights. 


First, select the red artery with the Magic 

Wand, and then hold the Shift key down and 
use the Lasso tool to add the tissue that binds the Zoom into the connecting tissue and use a 
peach artery to the red artery to the selection. Add small airbrush to create tendon-like fibers on 
shadowing to the red artery using the Burn tool, just the connecting tissue. Now you're ready to add 
as you did with the peach artery. the highlights. 
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: Highlights and shadow detail 


For this we use the Dodge tool to emphasise high 
points, and the Burn tool to create the illusion of depth 


Layer blends 


One distinct advantage 
Photoshop offers over traditional 
airbrush techniques is youcan 
use layer blends to detail your 
images, With layer blends, you 
can do more than paint over a 
template: you can blend new 
colours that add to the impact of 
the image, such as saturating 
hotspots of the image with a Hard 
Light layer blend, These things 
take infinitely more effort with 
traditional techniques, 


To create the highlights, select the Dodge tool 
BD and paint strokes along the high points of the Now to tackle the purple artery. First, select 


artery and connecting tissue. This process is fairly the purple colour on the colour layer, then Next select the Dodge tool and paint 


redundant, because we'll be using the same activate the sketch layer. Now select the Burn tool BJ highlights on the purple artery, Then move to 
techniques to add depth to the heart elements. The —_ and paint the shadowed details on the bump layer, the purple tissue on the right side of the heart, 
beauty of this method is that it only uses two tools. using the sketch layer as a template. under the red artery. 


a 


6) To create more depth on the tissue, use the 
Burn tool to darken the top of the tissue, just 
under the red artery, and then along the right edge 
of the tissue. The tissue now has more 3D depth 
First add the shadow detail with the Burn too! - Then run the Dodge tool along the areas Next we'll be painting the muscle striations of the 
this is the easiest way of adding depth which catch the light actual heart. 


The heart muscle striations are the most 
interesting detail of the illustration. To create 
the striations, first select the red colour on the colour 


To add depth, select a large brush size and use 


layer, then select them using the Dodge tool and Next select the Burn tool and paint the the Burn tool to darken the underside of the 
paint diagonal lines to represent the ridges of the shadowed depth of the striations. The heart heart. This creates the illusion of shadowed depth. 
heart muscle. You can follow the sketch layer as a muscle is now taking shape, though it still lacks Speaking of adding depth, let's move on to the 


guide or just wing it. any real depth yellow, lumpy tissue that surrounds the heart. 


: Pencil shading 


The bump layer is looking great, but it doesn't have that pencil 
illustration shading appeal that we're after... 


Digital photos 


One quick technique for adding 
classic flaws and texture to your 
airbrush illustrations is to use 
digital photographs of natural 
textures such as rust, metals and 
woods, as layer blends to your 
bump layer First desaturate the 
layer, andthen apply an Overlay 
layer blend to apply the details to 
your illustration. Tweaking the 
Layer Opacity helps to achieve 
precise results. Digital 
airbrushing makes it possible to 
‘cheat’ the process by taking 
advantage of the resources used 
with traditional airbrushing. 


Editing details 


For the best results and fastest 
editing, you should always add 
your details on layers so they can 
be easily modified. Photoshop 
has a suite of powerful and 
flexible layer blends that make it 
simple toadd specific details to 
your image, without the sacrifice 
of putting everything on the same 
layer. While adding more layers 
‘consumes memory and file 
space, it does give you the 
flexibility to go back and edit 
specific details with little effort. 


BD First, select the yellow colour on the colour 
layer, and then select the Burn tool and paint 
the shadowed accents on the bump layer, using the 
sketch layer as a guide. 


Va 


Since you'll be applying the bump layer to the 

colour layer below using a layer blend, you'll 
need to knock out the gray background so it won't 
taint the background colour. To do so, use the 
Magic Wand tool to select the background, and 
then smooth the selection with 5 pixels to clean up 
the outer edge. Then expand the selection 3 pixels 
to make a clean cut, and clear the selection. 


To add 3D depth to the heart, create anew 

layer called ‘darken’ and then change the 
Layer Blend to Multiply. Now, set the Airbrush to 
RGB Black, with a Pressure of 20 per cent. Now 
select a very large brush and paint strokes on the 
underside of the heart and back side of the artery to 
the left. This adds shading to create depth. 
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By Select the Dodge tool and add highlights to the 


9 lumpy tissue. When you're finished it should 
resemble brain tissue. To accent the creases, select a 
very small airbrush set to RGB Black with a Pressure 
of 20 per cent, and then paint dark lines at the base 
of the creases. 


The bump layer is looking great, but it doesn't 

have that pencil illustration appeal that we're 
after. To create this effect, first select Layer 
Transparent on the bump layer, then add Gaussian 
noise with an Amount of 4 per cent. Add a new layer 
called ‘noise’ and set the Layer Blend to Multiply, 
with an Opacity of 60 per cent. Then render clouds 
with RGB 140, 140, 140 and RGB White. 


| 3) To add more depth, apply specular highlights 
to the tops of the lumpy tissue surrounding the 
heart. To do this, create a new layer called 
highlights. Then set the Airbrush to RGB White and 
paint small hotspots on the tops of the ridges. Add 
some white splotches to the purple tissue and finally 
contour highlights on the main arteries. 


| 3) To complete the heart bump, paint the outer 
edge of the heart lower artery, making sure to 
add dark shadowing on the outer edge of the heart 
to add depth, and on the top of the lower artery, 
just under the heart to create a shadow. 


To colourise the heart, set the Bump Layer 

Blend to Luminosity, which applies its details 
to the colour layer below. Then, to add more 
character, select the colour layer and paint slight 
colour hue changes on the main heart elements, 
such as a little orange bleeding on the horizontal red 
artery and some lavender on the purple artery, not 
to mention a little light yellow around the interior of 
the yellow tissue. 


Wis 


Asa final step, create a new layer called 
veins, and set the Layer Blend to Multiply. 

Select a very small brush with a Colour of RGB 177, 
24, 64 and a Pressure of 15 per cent. Paint tiny veins 
‘on the main arteries, extending inward from the 
outer edge of the artery. Then Gaussian blur the layer 
witha radius of .5 pixels and you're finished with the 
heart illustration. 
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Mastering the art of technical illustration, 3D 
shading and surfacing in Photoshop 


e’ve already explored 
ft medical editorial 
illustration, using a pencil- 
shaded style. In this tutorial, 
we'll be exploring another popular 
professional illustration style — product 
prototype technical illustration. 

Product technical illustration is a 
large and lucrative industry which means 
that honing one’s skills in this area can 
be quite rewarding. While it's common to 
3D render product prototypes, they are 
typically first illustrated as a point of 
reference for the 3D model. 

Illustrator, and other illustration 
Programs are used for technical 
illustration but they lack Photoshop's 
shading control. To create more detailed 


and realistic technical illustrations, it’s 
best to create the line art in /llustrator 
and then colour and shade the image in 
Photoshop, taking advantage of the 
Photoshop layer blends. 

Of course, if you take that extra step 
to shade your technical illustrations in 
Photoshop, you'll be among the cream of 
the crop because most technical 
illustrators do their shading in 
illustration programs. The goal here is to 
achieve convincing 3D depth and 
realism without actually starting to 
create a 3D model. Afterall, at this stage 
of the product's development we're still 
fleshing out the design. Okay, without 
further ado, let's hammer out our 
technical illustration. 


Nustration: Bill Fleming fe] CHAOS3D@aol.com 


Airbrush techniques, part 2 


Part 1: Colourising the hammer 


We'll start by laying down flat colours in blocks, then we'll tackle the 3D shading, 
adding the type of lighting detail that makes the illustration more realistic... 


Painting colours 
on layers 


When colourising yourtechnical 
illustrations, i's a good idea to 
create new layers for each colour, 
making it easier to tweak them 
without the hassle of having the 
colours ona single layer, Once 
your colour is complete. you can 
save a copy and merge the colour 
layers forthe shading editing. 


Create shading 
layers 


Rather than adding the shading 
directly to the colour layers, it's 
best to create a unique shading 
layer. This enables you to control 
the shading with more precision, 
using the minimum number of 
tools, Inthe case of a technical 
illustration shading, all we need 
isa black airbrush to create 
shading depth 


First load the Hammer.psd image on the cover 

CD into Photoshop. This image represents a 
rough sketch of the hammer, which was created in 
Illustrator. We really don't need any more than this 
because it's only a painting template: we'll be 
airbrushing the finer details. 


~ 


To complete the colour layer, select the circuit 
board components and fill them with unique 
colours, following the colours referenced in the 
figure above. The exact colours aren't important, 
though we need to make the overlapping wires 
different colours so that they are distinguishable 
from one another. 


7 Zoom into the point where the underside 
of the Hammer Head meets the Neck. 
Select the area cut into the Hammer Head and 
slightly shade the right side, then blacken the left 
side for a shadow effect. Now we'll move on to 
shading the seams. 


py Next create a new layer called ‘colour’ under 

ky the lines layer and select the main components 
of the hammer on the lines layer and fill them as 
follows - Hammer Head: RGB 231, 50, 49, Hammer 
Neck: RGB 209, 141, 90, Hammer Ends: RGB 237, 
172, 17, Hammer Handle: RGB 74, 74, 71. You can 


also use the Selections, which are already defined in 
the Selection menu. 


The completed hammer colourisation should 
resemble the figure above. It looks rather 


cartoony now but we'll be adding shading details 
that create depth next. Afterward, we'll create the 
specularity and reflection highlights that make the 
illustration convincing. 


To shade the seams, select the seam bevel on 

the lines layer, then lightly shade the bevel of 
the seams on the lower half of the Hammer Head. 
Select the seam on the leading edge and darken 
the lower edge with a diagonal line to create a 
shadow effect. All the darkening is achieved with a 
black airbrush, though you'll have to change the 
scale of the brush size to create finer details like 
shadow lines. 


P| 
Now add a new layer called ‘circuit board 
colour’, then select the Circuit Board Selection 
and fill it with RGB 47, 128, 63. We could also select 
the circuit board on the lines layer, but to make 
things easier, we've provided all of the selections 
with the Hammer.psd file 


Next tackle the 3D shading, which is easier 

than it looks. First, create a new layer called 
shading and then fill it with RGB White. Then, using 
the Magic Wand, select the two halves of the 
Hammer Head without the seams. Select a large 
black airbrush and paint a dark edge on the 
underside of the selection, then a slight dark edge 
at the top. 


Shade the Hammer Ends by selecting them 

from the Selection menu, then darken the lower 
portion of the Hammer End, leaving a slight ring 
round the outer right edge. Shade this edge lighter 
than the front at the top and darker at the bottom so 
it stands off. Leave a hot white spot along the top to 
create the foundation for a specular highlight, 
reinforcing the depth of the Hammer End. > 


Part 2: Colourising the hammer cont... 


Creating a light 
source reference 


Shading can betricky because 
you need to incorporate all the 
fine details of lighting. To 
simplify this process, you can 
add a simple arrow on your 
image that indicates the location 
and direction ofthe light source. 
Use this arrow as a reference 
when creating your lighting 
effects and shadowing. As a 
quick reference, draw selection 
lines from the light reference to 
determine light angles. 


D Now select the Hammer Neck selection and 
shade the left and right sides to create a 
rounded neck. Create thickness at the top by 
darkening a line under the top. By not shading the 
seam, you create instant depth on the seam. The 
light line appears like a specular highlight along the 
seam. Next, add the screw hole on the lower neck. 


To create the detail of the screw, select it on the 

lines layer, then shade the details darker on the 
right and left sides, leaving the centre fairly light 
because it will catch some light from the source. 
Change the Brush Colour to White and paint a bright 
line along the leading edge of the centre for a 
specular edge highlight. Now we'll move on to the 
Hammer Handle. 


Select the screw holes on the Hammer Handle 

on the lines layer, and shade them darker on 
both sides to round them. Create diagonal shadow 
lines — the top hole will be more diagonal because 
the hole is longer with a more extreme curvature. 
The lower hole will be fairly parallel because it’s on 
the other side of the handle and the hole is short 
and round. 


Dp Start by zooming into the lower neck. Then 
select the screw hole on the lines layer with the 
Magic Wand. Add slight shading on the leading and 
trail edges to round the hole. The next thing is to 
create a dark shadow line running diagonally 
through the hole, making it darker on the right side 
where it is more obscured from the light source. 


First select the exterior of the Hammer 
Handle on the lines layer, ignoring the seams. 
Then shade the left and right sides to round the 
handle. Select the battery door seam on the front 
edge and shade the top of the seam dark to 
simulate the seam shadow. Do the same for the 
seams at the bottom of the handle, shading the top 
edged dark to add depth. 


Now detail the screws as in steps 12 & 13. 
Because the top screw is more in the light, 
shade it lighter and provide a more distinct specular 
highlight. With the exterior of the handle complete, 
move on to the interior. This requires a great deal of 
shading detail, particularly on the circuit board. 


Select the screw on the lines layer and shade it 

relatively dark, leaving a lighter spot on the 
right side where the screw peers out from the hole 
shadow. This type of lighting detail helps to make 
the illustration more realistic. Next we'll tackle the 
detail of the screw. 


Select the thickness of the hammer cutaway 
and shade it slightly darker than the handle, 


making the top part even darker to simulate the 
shadowing from the cutaway curvature. As you can 
see, shading requires you to observe the light source 
quite carefully, but in time it becomes second 
nature. To simplify things you might want to create 
a reference on the image showing the light source 
origin and direction. 


> Mi, 


First select the interior of the Hammer Handle, 

excluding the components. Shade the right side 
for shadowing and depth and create a curved 
shadow line at the top, making the left of the 
shadow region darker. If you equally darken the 
shadow you'll lose the curvature of the handle 
interior. Next create the component shadows, using 
the lines layer as reference. 


Part 3: Shadowing and specularity 


The next step is to fill in some component shadowing, and then the component 
and specular highlights to emphasise the plastic material of the hammer 


Applying texture 
Before adding specular 
highlights to your technical 
illustration, you should add a 
little noise fortexture, to make 
the materials appear more 
realistic, The beauty of the noise 
is that tightens random pixels, 
When you apply the specular 
highlight layers they sharpen 
these pixels, creating tiny 
highlights that give depth to 
the noise texture. This subtle 
diffusion of specularity makes 
the material appear more 
authentic than a simple 
‘smooth surface. 


Now to tackle the component shadowing. 

First, select the Capacitors and Resistors 
selections. Shade the outside edges of the 
components to round them and leave a light line at 
the base of the capacitors to fndicate the wider base 
receiving specularity. 


DB Finally, shade the speaker and wires using the 
lines layer to make selections with the Magic 
Wand. Leave the edges parallel to the light source 
white to represent specularity. You also need to 
simulate shadowing from the wires on the 
connectors. This is tricky but in reality it doesn’t 
have to be perfect. 


Now change the Shading Layer Blend to 
Multiply and bam! Instant 3D depth to the 
colour layers below. The texture is powdery at the 
moment because we haven't applied any specular 
highlights, but that’s what we'll be tackling next. 
First let’s merge the colour layers into one. 


Next, select the Metals selection and shade the 
B outside of the wires to round them. Also create 
a dark shadow line on the top edge of the capacitor 
metal to represent the shadow from the top edge of 
the capacitor body. Next move on to the connectors. 


5 Now we're ready to add the detail to the 
Hammer End. First, activate the Hammer 
Head Ilo layer. Set the Layer Blend to Multiply so 
that the lines on the shading layer are visible. First 
you need to move the Hammer Head Illo above the 
shading layer. 


Before we tackle the specularity, we'll need to 

add some texture to the hammer so it looks 
like plastic. To do this, select everything except the 
circuit board components on the colour layers and 
add Noise with the following settings: Amount 7, 
Distribution Gaussian, Monochromatic. Now the 
plastic has some texture 


Shade the connectors lighter on the leading 
edges and darker on the backside, opposite 
the light source. This is a tricky area, so use the lines 
layer as reference for the detail of the connectors. 


Now select the shading layer and paint light 

lines on the leading edges of the detail and 
darker lines on the trailing edge to lift the detail off 
the Hammer Head. Make the edges on the 
character harder than the wood core lines so it pops 
off the Hammer End more. 


| 


| 9) To create specular highlights, first add a new 
layer called ‘specularity’, then change the Layer 
Blend to Colour Dodge. Set the Airbrush to White 
and paint a specular highlight along the top edge of 
the Hammer End. With the Layer Blend active, you 
can see exactly how the saturation appears to enable 
you to get the desired effect 
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: Shadowing and specularity cont. 


You can't use too 
many layers! 


Forthe best results and fastest 
editing, you should always add 
your details on layers so they can 
be easily modified. Photoshop 
has a suite of very powerful and 
flexible layer blends that make it 
simple to add specific details to 
your image, without the sacrifice 
of putting everything on the same 
layer, While adding more layers 
consumes memory and file 
space, it gives you the flexibility 
to go back and edit your specific 
details with little effort. 


Next add specularity to the Hammer Neck top. 

To do this, paint a line running up the left side 
of the seam. Also highlight the rim of the top on the 
same side, making sure there is a gap in highlight 
between the rim and base highlights to create depth 
for the rim 


Next add a new layer called ‘highlights’ which 

is where we'll paint the hot white highlights of 
the components. Set the Airbrush to White and paint 
white highlights on the components with a tiny 
brush, which amounts to diagonal lines parallel to the 
Hammer Handle. Also paint tiny white dashes on 
either side of the chips to represent the connectors, 
The underside dashes should fade towards the top of 
the ship to simulate shadowing 


Add reflection details to the circuit board 

components. First select the circuit board and 
components, then locate a reflection image, which 
could be any grayscale photograph. Copy the photo 
and Paste into Selection to apply it to the image 
Rotate the photo so that it’s parallel with the 
hammer and change the Layer Blend to Color 
Dodge and the Layer Opacity to 40 per cent, which 
creates a convincing reflection effect. 


Now create a specular line down the left 

side of the lower neck and handle. Also 
select the seams and paint highlights in them, 
then paint highlights on the lower portion of the 
seams for the battery door. In addition, paint a 
highlight on the right side of the screw holes and 
then along the bevel on the front edge of the screw 
holes. Finally, paint a hairline highlight on the top 
edge of the cutaway. 


fy To make the circuit board more convincing, 

add some schematic lines. Typically found on 
most circuit boards, these are lines around the 
components, drawn on a new layer with the Line 
tool. The Line tool is set to a width of 1 pixel and an 
Opacity of 100 per cent. The Layer Blend is set to 
Screen with an Opacity of 50 per cent to apply the 
lines to the colour layer below. 


Now do the same for the Hammer Handle, 

Neck and Head. Of course we rotate the 
reflection image applied to the Hammer Head so 
that it’s parallel and creates horizontal reflection 
details. Also Use a Soft Light layer blend with a 20 
per cent Opacity so the reflection details don’t 
appear metallic. The plastic material of the hammer 
now appears quite realistic. 


Now zoom in on the circuit board and paint 
a hairline highlight on the leading edge of 
the circuit board, and then on the metal support in 
front of it. Then paint the same highlight on the 
front and right edge of the gold label on the main 
chip. Now we're going to move on to the 
component highlights. 


Now label the chips with some simple white 

text. Set the Layer Opacity to 40 per cent so 
that the text isn’t too bright. It needs to appear 
diffused by the surface reflection we'll be adding 
next. The text is simply rotated to match the 
perspective of the chips. We can clone the first chip 
text layer to apply to the other chips, and also draw 
coloured lines on the components with the Line tool 
for detail. These are added on a new layer above the 
colour layer. 


gr) To wrap up the hammer, apply a Drop Shadow 

to the colour layer. The shadow should have an 
Opacity of 80 per cent, an Angle of 96, Distance 96 
and Blur 7. This drop shadow lifts the hammer off the 
backdrop. And there you have it - a 3D technical 
illustration created entirely in Photoshop. 
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I) Words and artwork by Derek 
Lea [eJderek@dereklea.com 


[w] www.dereklea.com. 


The files you need to 
complete this tutorial are on 
the cover CD in the 
Tutorial\Painting folder. 
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Painting with 
Photoshop 7 


Simulate traditional painting techniques using 
the new Adobe Photoshop painting engine... 


t's ironic when you think 

about it, that one of the most 

sought after features ina 

digital art package is 
something that doesn't look digital at all. 
This being traditional painting tools. It 
sounds simple, but it isn't. It seems that 
digital tools that simulate traditional 
media like paint can fall victim toa 
signature appearance — the sort of thing 
that a fellow artist can look atand name 
the tools used. For those of us who have 
been waiting to see the solution to our 
problems embedded in good old familiar 
Photoshop, the wait is over. 

In the following tutorial we'll walk you 
through many of the new features while 
creating this painting. We'll work the way 
a traditional artist would, starting with a 


sketch, and building up layers and layers 
of paint using a variety of brushes that 
surpass anything that the tactile realm 
has to offer. You'll also learn that “jitter” 
is something far better than the feeling 
one gets from drinking too much coffee. 

Granted, previous versions of 
Photoshop have allowed us to do things 
like create custom brushes, make use of 
our pressure sensitive tablets and have 
even provided effects like wet brush 
edges. But Photoshop 7 brings us so 
much more. Hidden inside the newly- 
designed Brushes palette is an arsenal 
of new tools that provide an amazing 
amount of control and flexibility, not to 
mention the ability to create limitless 
combinations of features for an infinite 
number of new brush styles. > 


Part 1: Getting started 


We'll begin the illustration with a sketch, then create the background by painting 
with a new brush tip and trying out the Scatter function... 


Don't want 
to draw? 


fantastic fact about computers 
is that they can providea 
‘medium fora new type of artist. 
Those who are not necessarily 
skilled in traditional disciplines 
like drawing can also express 
themselves. Should you find that 
sketching is notnecessarily your 
cup of tea or simply that you dorit 
fee! like it, we have included a 
finished sketch for you on the 
cover CD. Openthe file, 
sketch.psd from the 

Tutorial \Painting folder and copy 
and paste it into yourtile. Name 
the layer, change the mode to 
‘Multiply and lock it. This will 
bring oursketch into yourtfle and 
you willeffectively skip steps 2 
through 5 in Part 1 of the tutorial. 


Tool tips 


Inyour general preferences, 
‘make sure that you have the 
Show Tool Tips option enabled, 
‘When the curser hovers over a 
stroke icon inthe Brushes 
palette, a tool tip will pop up 
revealing the name of the brush 
preset. We will referto brush 
presets by theirnarnes 
throughout this tutorial. Also, if 
you hold the cursor over a brush 
Until the tool tip appears. you can 
then move it over other brushes 
and the preview area at the 
bottom of the palette will update 
to display the stroke of each 
brush you pass over. 


Mouse in the house 


Painting with a mouse can be like 
painting with your foot. In many 
of the Control areas of the brush 
options we use the Pen Pressure 
setting, This enables the 
pressure-sensitive functions of 
the tablet fora very natural feel. 
controlling shading, opacity, 
thickness, etc, just like real- 
world drawing and painting. Now, 
you can follow through this, 
tutorial using a mouse, but it may 
prove frustrating in parts since 
you simply willnot be able to 
reproduce the effects exactly 


@ Create a new file approximately 352x268mm. 
at a resolution of 300 pixels/inch in CMYK 
mode. If you have memory limitations go ahead and 
use RGB mode and reduce the resolution of the 
image if necessary. But if you lower the resolution, 
be advised that you will have to resize brushes along 
the way while following through the tutorial. 


Now, under Other Dynamics, leave the 
Opacity Jitter set to 0, but change the Control 
to Pen Pressure. The Pen Pressure will now control 
the opacity of the stroke as well as the width. Go 
ahead and add some shading to your line drawing, 
just to indicate where we're going to paint 
highlights and shadows later on. 


In the Brush Tip Shape options, reduce the 
diameter to 135 pixels and disable the Spacing 
function for a smooth stroke. Under Other 
Dynamics set the Opacity Jitter control to Pen 
Pressure. Choose a slightly darker colour from the 
picker and paint it onto the background using the 
pressure-sensitive opacity variations. 


[2 | Select the Brush tool, and in the far right of the 
Tool Options bar click the Palette button that 
toggles the Brushes palette in and out of view to 
display it if it's currently hidden. Choose Expanded 
view to see the Brush Presets and options as well as 
the brushes at the right. Choose Stroke Thumbnail 
to display the stroke as well as the tip of the brush. 


When you have finished sketching, name this 
layer, template. Change the Blending Mode to 
Multiply, and enable the Lock All function in the 
Layers palette. We will switch this layer on and off 
to use it as our guide, so obviously we don't want to 
accidentally move it or paint on it. 


In the Scattering options, set the Scatter to 

about 246 per cent, enable Both Axes, and set 
the Control to Pen Pressure. Increase the opacity of 
the brush a little in the Options bar and paint some 
scattered strokes on to the background. Add in 
some blues and greens, and use varying tones of 
existing colours 


(3 | Select the soft round 9 pixel brush from the 
Brush Presets. Under Shape Dynamics, leave 
Size Jitter set to 0, set the Control to Pen Pressure, 
and the Minimum Diameter to one per cent. This 
enables a variable stroke width based on pressure. 
Choose a foreground colour of black from the 
picker. On a new layer begin sketching the outline 
of the illustration. 


G Open the file, brush1.psd from the CD, and 
choose Edit>Define Brush. Name the brush #1 
and return to your working file. The new brush is 
now active and will appear at the bottom of the list 
in the Brush Presets. Select the background layer in 
the Layers palette. Choose a mustard yellow 
foreground colour and use your new brush, setting 
Opacity to 33 per cent to introduce some colour 
into the background. 


[3 | Try adjusting the scatter amount, also change 
the Blending Mode and Opacity of the brush 
and continue painting in the background. Continue 
on until you are happy with the result and have 
achieved something that resembles a mottled 
background, which could have been used in a 
traditional oil painting. 


Part 2: The figure 


We will now begin to create the figure using traditional paint 
sensibilities and some new features like Dual Brush and Jitter... 


Angle and 
roundness 


Inthe Brush Tip Shape section of 
the Brushes palette you will see 
numeric fields. There are two 
underthe Use Sample Size 
button —one for Angle and one 
for Roundness. You can adjust 
either one by changing the 
number in the relevant field. 
However there isa more intuitive 
way. There is a diagram showing 
the roundness and angle of the 
brush to the right of these fields. 
By clicking and dragging on the 
arrow you can adjust the angle, 
and by clicking and dragging on 
the little black dots you can 
adjust the roundness. 


Blending 


To gently blend things like 
opacity and thickness we suggest 
‘mouse users experiment with the 
Fade setting in the Control 
options for various settings. It 
really is the closest you will be 
able to got without using a tablet, 
and it can take a litle getting 
used to. But take the time to 
experiment with different 
numbers of steps, and you will 
sget a feeling of where it can 
prove useful. 


Pressure sensitivity 


Apressure-sensitive tablet was 
used in this tutorial to create the 
featured illustration. Essentially, 
whether you are using Photoshop 
to paint, or another paint program 
like Procreate's Painter, a tablet 
is the way to go. Itis simply more 
intuitive and natural. 


@ Under Brush Tip Shape, choose the preset 
brush called Oil Medium Wet Flow. Increase 
the Diameter to 45 pixels and adjust the Brush 
Angle to 0 degrees. When you change the Brush Tip 
Shape you'll notice the scattering and other 
dynamics used on your other tip shape still apply 
until you adjust them. Create a new layer and paint 
in some grey on the face, hand and neck areas. 


fg Now begin painting where the figure's shirt 
would be. Use the same brush, but use 

different variations of opacity. You should also alter 
the Angle and Roundness in the Brush Tip Shape 
section. In some areas enable Scattering and try 
different settings for different sections. We want the 
shirt to look a little rough compared to the face. Try 
to use very greyish desaturated blue colours. 


Leave your brush’s Other Dynamics options 

the same with the Opacity control set to Pen 
Pressure. In the Brush Tip Shape options, select the 
round sampled tip that is 58 pixels in diameter and 
reduce the spacing to about 10 per cent so the 
resulting stroke is smoother than the preset spacing. 


(2 | Reduce the opacity of the template layer so 
that you can see through it more easily. Turn 
off the Scattering function by unchecking the 
checkbox to the left of the item name. Use this 
unscattered brush to add highlight and shadow to 
the face and hands by painting darker and lighter 
grey tones over the top of the existing ones on the 
same layer. 


Begin painting the paintbrush using the same 
technique and brush with varying roundness, 
size, angle and opacity. Make the handle a less 
saturated yellow than what you have in the 
background, the small metal bit grey, and the 
bristles a brownish colour with hints of blue near the 
tip. Make the section that overlaps the shirt a little 
rougher than the tip, so that it is consistently rough 
in that area. 


qa 


Next, in the Dual Brush section select the 
sampled tip that lies directly above the 
previous one you selected. It is somewhat 
rectangular and 90 pixels in diameter. In this section, 
change the mode to Hard Mix. Leave all of the 
sliders set at their current settings and enable Wet 
Edges to emphasise the edges of the brush stroke. 


(3 | Take your time and continue painting highlight 
and shadow until the result is quite a smooth 
transition. Vary the size and angle of the brush, and 
try reducing the Spacing setting to one per cent to 
make it a little smoother. Go ahead and switch off 
the template layer if it is in the way. By keeping your 
Control set to Pen Pressure, reducing the Opacity in 
the Options bar and painting lightly, you can slowly 
build up a smooth blend between dark and light. 


Do a more refined job when painting the tip of 

the brush. Use a smaller diameter brush and 
paint some finer detail and smoother lines. Zoom in 
a little closer and don't use any scatter. When the 
illustration is finished we want the two refined areas 
to be the tip of the paintbrush and the figure’s head. 


(3 | Create a new layer and use this new brush to 
paint in some colour throughout the image. It 
is quite a drastic effect so don't over use it. For a 
softer treatment here and there, reduce the Brush 
Opacity in the Tool Options bar and try changing 
the mode of the Dual Brush to overlay. > 
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: The figure continued 


[10 } For a more solid stroke, try increasing the 
count slider in the Dual Brush section to three. 
We are going to want to paint in some finer details 
but still have this rough effect, so increase the 
Spacing slider in the Dual Brush section to 101 per 
cent and then, in the Brush Tip Shape section, 
reduce the diameter to 26 pixels. Continue to paint 
in and around the figure. 


Choose the Chalk 17 pixels preset brush 
shape. In Shape Dynamics, set Size Jitter to 0 
but change the Control to Pen Pressure. In Other 
Dynamics, change the Opacity Jitter control to Pen 
Pressure but leave the Jitter set at 0. Using mainly 
black or white, on a new layer paint in some sharper 
highlights and shadows with varying opacity. 


1 The 17 pixel Chalk brush works well, but the 
strokes are a little too smooth. Add in some 
Jitter to the Shape Dynamics for a more natural 
look. Increase the Size Jitter to 100 per cent, the 
Roundness Jitter to 32 per cent, and the Minimum 
Roundness to 25 per cent. Also, click on the Noise 
option to add some noise to the brush tips. Go 
ahead and paint some more using these settings. 


: Sky and clouds 


In this section, we are going to add in an Impressionist sky complete with clouds, exploring the 
marvels of Colour Dynamics along the way... 


Remember your 
environment 


Using paint tools that feel so 
natural and intuitive is quite a 
change for experianced 
Photoshop users. Remember to 
combine the image-editing tools 
with the new painting tools. Don't 
forget about colour adjustment 
layers, masks and channels. Just 
because Adobe has incorporated 
some new tools that doa 
fantastic job of simulating real- 
world tools, it doesnt mean that 
you are bound by the earthly 
confines of these tools. 


Choose the #1 brush created earlier and 

reduce the Diameter to 125 pixels and set the 
Opacity Control to Pen Pressure. Choose a blue 
foreground colour and a green background colour. 
In the Colour Dynamics section, set the 
Foreground/Background Jitter to 36 per cent and 
the Control to Pen Pressure. Toggle colours back 
and forth with the X key. Create a new layer and 
brush some colour into the upper background. 


Try adjusting the Purity slider. Increasing the 

Purity increases the saturation of the colour, 
whereas decreasing the Purity desaturates the 
colour. Have some fun applying various 
saturated/desaturated colour brush strokes 
throughout the background. Vary the Diameter and 
Opacity of the brush, and don't be afraid to overlap 
the figure here and there. 


The Foreground/Background Jitter specifies 
how paint varies between the two colours. 
Change the green background colour to another 
blue. Increase the Hue Jitter a little so that it will 
vary with each stroke, as well as the Saturation 
Jitter. Continue painting in the background, toggling 
between foreground and background colours. 


[5 | Since the background is starting to look good, 
and we have the space in the layout, extend 
the illustration to the right. Add in some extra 
canvas by choosing Image>Canvas Size from the 
menu. Anchor the centre left portion of the canvas 
in the dialog box, and type in a larger number in the 
Width field. Make sure that your background colour 
is set to white, because this is the colour that will fill 
the extra canvas on the background layer. 


Choose a lighter green foreground colour, and 

increase the amount of the Brightness Jitter 
under Colour Dynamics. This increases the 
difference between brightness levels within a stroke. 
Paint some of the lighter green colour into some of 
the lower regions of the background. 


G Use the methods you have used so far on your 
various layers to continue the painting upwards 
and to the right where the new blank canvas is. 
Now you will start to get a feeling for how the 
image is going to look in terms of colour. Create a 
levels Adjustment layer and increase the contrast 
slightly, and increase the amount of black in the 
image. Then create a Selective Colour layer and 
tweak individual colours if you like. 


Z yA 2 2 
Create a new layer. Select the 192 pixel brush 
called Fuzzball in the presets. Set the Opacity 
of the brush to 50 per cent, and reduce the preset 
Scatter to nine per cent. Paint a series of soft 


whimsical cloud shapes. Paint each shape as a single 
stroke to avoid an overlapping stroke effect. 
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[8 | From the Brush Presets select the 36 pixel wide 
preset brush called Chalk. Adjust the angle so 
that it is 13 degrees in the Brush Tip Shape section. 
Increase the Diameter and then begin to paint some 
lighter colours on the top areas of the clouds. Use 
white and also pick up some light yellow colours 
from within the image using the eye-dropper. 


Use the same brush to paint in some blues on 

the undersides of the clouds. Disable the Dual 
Brush options, and set the Opacity Control to Pen 
Pressure. Select a light green or blue colour from the 
background and paint some light strokes over top of 
the existing clouds to even them out, 


: Finishing up 


Put the finishing touches on your image by using the Texture options and modifying your initial sketch... 


Creating brush tips 


Creating your own brush tip is 
probably the best way to start if 
you want to create a brush with a 
totally unique look. However, 
there is a size limit. Yourtip 
shape canbe no larger than 
2500x2500 pixels in size. But it 
is always agood idea to create a 
‘new brush using a tip larger than 
what you require, Secondly, you 
might as well create yourttip 
shape in greyscale mode, 
because itwill get converted 
automatically anyway. Finally, the 
brush should be on a white 
background, and dorit be afraid 
to use intermediate grey tones 
around the edges to give the 
feeling of softness 


(if Choose the Brush Preset called Spatter 59 
pixels. Enable the Pen Pressure Opacity 
Control under Other Dynamics. Go to the Texture 
section, select the preset texture called Wrinkles. 
Make sure the Invert checkbox is enabled, leave the 
scale set at 100 per cent, switch the Mode to 
Multiply and leave Depth at 100 per cent. 


Switch on the template layer. Unlock it, then 
lock just the Transparency. Select a foreground 
colour of white, Then fill the painted portions of 
the layer with the foreground white 
(Option/Alt+delete). Change the Blending Mode of 
the layer to Colour Dodge, and reduce the Fill slider 
to 26 per cent. This will give the effect of sketching 
over the top of the painting with white grease pencil 
or pencil crayon. 


Increase the brush size to around 99 pixels, 

then select some colours and, on a new layer, 
paint some dabs onto the palette/forehead of the 
figure. Next, select Darken from the Texture Mode 
menu and choose some darker shades of the colours 
you just painted, and paint in some darker shadowy 
areas onto the paint dabs. 


5 | Disable the Transparency Lock and go ahead 
and erase any areas that you find unsightly on 
this layer. Go to the preset brushes and select the 
soft round 9 pixel brush that we used for the initial 
sketch. Set the Opacity Control to Pen Pressure and, 
on the same layer, using a white fill colour go ahead 
and sketch some more lines here and there, 
primarily surrounding the clouds. 


The paint dabs need some highlights. Change 

the Texture Mode to Subtract. And using your 
current brush, select a foreground colour of white. 
Start painting in some highlights in the upper-left 
areas of the paint dabs. By changing the Texture 
Mode to Subtract, you are inverting the effect and 
creating the illusion of raised areas instead of 
recessed areas. 


G Well, that is pretty much everything you need 
to know to create this image. Feel free to use 
what you have learned to embellish the image 
further. Create and paint on new layers, try different 
combinations of the seemingly endless options 
provided, create new Adjustment layers, etc. Get up 
and stretch every few hours, though. 
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Expertise supplied by Frank 
Bartucca. Contact Frank at fe] 
bartucca@btinternet.com. 


Files on disc 

Files needed for this tutorial 
can be found on the CD in the 
Tutorial\Mask folder. Some of 
the images used are from the 
Cadmium collection of sample 
images, also on the CD. 


Layer Mask skills 


Masks aren't just for Halloween — most 
professional Photoshop users are wearing 
them every day. Discover why and how... 


ayer Masks work onall types 
of Photoshop layers. For 
example, they are useful on 
Adjustment layers to apply 
colour correction to selected areas, 
or Text and Shape layers to create 
abstract effects. 

If you are already familiar with using 
Quick Masks, then using Layer Masks 
will come easy to you. But if you havent 
used masks much before, this tutorial 
shows you howto use Quick Masks too, 
so you'll be up to speed in notime. Take 
a look at the next few pages to learn the 
basic techniques of creating and 


applying Layer Masks. Some of the 
images we will be using for this tutorial 
were supplied by Cadmium’s 
BananaStock and IKON libraries. 

When it comes to combining two 
images seamlessly or applying colour 
changes to part of an image, using a 
Layer Mask is the right option to choose 
from Photoshop’ arsenal of image 
manipulation tools. Layer Masks are 
versatile too — you can paint on them or 
block out areas using selections, vector 
shapes or paths, which gives you enough 
options to choose the right method to 
achieve the best result. 


Mustration: Frank Bartucca fe] bartuce 


a@btinternet.com, 


: The basics 
Open the TEEN61.psd file from the Tutorial\Layer folder on the CD for a crash course on Layer Masks... 


Foreground/ 
background colour 


The foreground/background 
colours should be setto their 
default when working with 

‘masks. Press D on the keyboard 
to change them back to black and 
white. While using a brush for 
paintingin or out masks, press X 
to flip from the foreground to the 
background colour. 


CD images 


As examples for this tutorial, we 
have employed images from the 
BananaStock and Stockhaus/ 
IKON libraries, as supplied by 
‘Cadmium on our CD. However, 
we have altered some of the 
images already in order foryou to 
use them more easily in the 
tutorial. The images needed for 
this tutorial are in the 
Tutorial/Layer folder. 
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| 
@ The simplest way to create a Layer Mask is 
from a Marquee selection. Select Layer 1 and 
draw a rectangle around the girl and boy. Click on 
the Add Layer Mask button at the bottom of the 
Layers palette. A Layer Mask will appear with 
everything outside of the selection masked out 


Amore traditional way of making masks is in 

the Quick Mask Mode. Press Q on the 
keyboard or click on the Edit in Quick Mask Mode 
button in the Tool palette. With a hard-edged brush 
of about 150 pixels, paint over the couple, 
overlapping a little at the edges. 


Press Q to transform the mask into a selection 

and notice how the selection becomes the 
inverse of the mask. Click on the Layer Mask 
thumbnail and fill the selection with black. Or, press 
Option/Alt+Delete to fill the selection with the 
foreground colour if it's set to black. 


EE OC: GEE. 


To view the Layer Mask, Option/Alt+click on 

the Layer Mask thumbnail in the Layers 
palette. The image now turns to black and white. 
The white area is the transparent part of the mask, 
and the black area blocks out the image. Click on 
the Layer thumbnail to exit this mode. 


Gy Cormand/ctrl-cicking on the Layer Mask 
thumbnail brings up a menu. From here you 
can Apply, Discard or Disable the Layer Mask, or 
Add, Subtract or Intersect the mask with a selection. 
Experiment with these to see how they work. 


fy eermennen em! 


Now we'll create a Layer Mask from a path 

Drag the Layer Mask to the Delete layer 
button at the bottom of the Layers palette and 
select Discard from the window that appears. Now 
select the Pen tool and draw a path around the 
couple. No need to be too accurate as we will work 
on this in Part 2. 


Command/Ctrl+click on the Path thumbnail in 

the Paths palette and select Make Selection 
from the pop-up menu. In the dialog box, choose 
New Selection and set the Feather Radius to three 
pixels and click on Anti-aliased if needed. Select 
Layer 1 and click on the Add Layer Mask button to 
make a soft-edged mask from the selection. 


Layer Masks can be used on both Fill or 
Adjustment layers to help blend in images 
with different colour dynamics, or to apply an 
adjustment to a particular area. Here the couple 
don’t match the colour of the background. Create 
a new Hue/Saturation Adjustment layer and type 
in -12, -12, -8 for the Hue, Saturation and Lightness 
settings respectively. 


We will duplicate the Layer Mask from Layer 1 

Command/Ctri+click on the Layer Mask 
thumbnail and select Set Selection To Layer Mask. 
Now click on the Hue/Saturation Layer Mask 
thumbnail, inverse the selection (Command/Ctrl+ 
Shift+1) and fill with black. This is applied only to the 
couple leaving the background untouched. 
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: More natural blending 


Some good old-fashioned brushwork is usually the best way to blend in two images... 


Different strokes 


‘There are several ways to create 
Layer Masks as described in Part 
Jof this tutorial. You may find 
that using paths or brushes works 
best foryou. Butusing the 
appropriate methods for different 
situations will give you the best 
results. Some subtle brushwork 
will give a more natural blend 
than a feathered selection when 
combining images with soft 
edges for example. 


Magic Wand 


Using the Magic Wand tool is a 
simple way of selecting flattish 
areas of colourto build up a 
Quick Mask. With the 
Contiguous box checked the 
selection will expand from the 
sample point, only selecting the 
neighbouring pixels within the 
Tolerance setting. 


Use the image from Part 1 with the Layer 

Mask created from the path. Disable the Layer 
Mask and choose a brush of 20 pixels, 0 per cent 
Hardness and 100 per cent Opacity. Enter Quick 
Mask Mode and paint along the edge of the people 
Press X to switch to white and tidy any overspill 


Press Q to select the mask and click on the 

Layer Mask. Inverse the selection and fill with 
white. Option/Alt+click on the Layer Mask 
thumbnail to see if there are any areas where the 
new mask does not overlap the old one. If so, 
inverse the selection again and paint them in or out 


[3 | Now it's just a case of going round the edges to 
tidy up. Work on the Layer Mask, with the 
layer in view. Again use the same brush, zoom in to 
the areas where the mask needs a little brushwork 
to blend in seamlessly, changing the Opacity setting 
to 50 per cent for a smoother blend. 


: Using Layer Masks to alter colour 


Don't like the colours in an image? Then change them... 


Open the glasses.jpg from the Tutorial\Layers 

folder on the CD. First, we will give the glasses 
a pattern. Select the Magic Wand tool with the 
Tolerance set to 32 pixels, with Anti-aliased and 
Contiguous checked. Click inside the frames, keep 
Shift-clicking to increase the selection making sure 
you go right up to the edges. 


Gy Now press again to select the mask and 
make sure it's OK, then reveal the Fill layer and 
click on the Layer Mask thumbnail. Inverse the 
selection and fill with black to add the selection to 
the mask. Deselect and Option/Alt+click on the 
Layer Mask thumbnail. 


Gy ertwory too much about the highlights, 
because we'll tidy these up later, as long as the 
borders are well defined. Now create a new Pattern 
Fill layer and select the Nebula pattern at 500 per 
cent. The selection now becomes the Layer Mask 
for the new layer. 


ction ie "4 
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As you can see the mask has quite a hard, 
jagged edge. To help create a more natural 
blend, apply a Gaussian blur of three pixels to the 
Layer Mask. Option/Alt+click on the thumbnail 
again to see how the edge is now a bit smoother. 


Enter Quick Mask Mode by pressing Q and 

select a round brush of 40 pixels diameter with 
Hardness set to 80 per cent. Hide the Fill layer and 
paint out the dark area in the left lens on the 
Background layer. Press X to switch to white to tidy 
any overspill 


6 | Select a brush with a 20 pixel diameter, O per 
cent Hardness, set to 20 per cent Opacity. Use 
white as the colour and paint over the highlights to 
bring some of the pattern through and smooth the 
blending. Set the layer blending mode to Overlay. 


Selective colour 


Depending on the colour 
information in yourimage, 
making a mask from a selection 
can be done in several ways. 
Here we have used Select by 
Colour Range to change the 
colour of the woman's top. You 
can also use this selection 
method to create unusual masks 
for abstract or illustrative work 
combined with Layer Blending 
‘Modes for funky effects. 


=e ee 


Now we'll change the colour of the woman's 
top. Hide the Pattern layer, then go to 
Select>Colour Range and choose Greens. All the 
green areas are now selected in the image, including 
parts of the hair. 


Layer Mask Skits 2 TOOLS AND TECHNIQUES 


[8 | Create a new Solid Colour Fill layer and select 
a blue of 100 per cent cyan, 60 per cent 
magenta. The selection now creates the mask for 
the layer turning all the greens to blues. You can 
experiment with different blending modes to see 
how the colour changes. 


To create a sunglasses effect, select the lens 
part of the Pattern Fill Layer Mask using the 
Magic Wand. Then create a new Brightness/ 
Contrast Adjustment layer and set the Brightness to 
-50. Click on the Layer Mask and apply a Gaussian 
blur of two pixels to soften the edge. 


: Bleached background with shadow 


A typical studio shot loses it's background but retains the natural shadow... 


Casting shadows 


The technique shown opposite is, 
avery simple example of 
‘masking out the background but 
retaining the shadow using paths. 
Foran image with a more 
complicated shadow, the use of 
brushes at different sizes and 
opacities is more effective to 
paint in natural-looking shadows. 


rt | Open the monitor.jpg from Tutorial\Layer 
folder on the CD. Create a new layer, fill with 
white and place it under the monitor layer. This 
creates the white background. Now it's a case of 
masking out the background, leaving in the shadow. 


[4 | Now select the monitor layer and click on the 
Add Layer Mask button. A Layer Mask is 
created from the selection that cuts out the monitor 
with a slightly feathered edge, making it look a bit 
more realistic. The shadow’s gone, but it’s on its 
way back. 


2 | Select the Pen tool and draw a tight path 
around the monitor. Drag the Work Path 
thumbnail onto the Create New Path button at the 
bottom of the Paths palette to save the path as we 
are going to make another path later. 


@]- hrverne toy 


[5 | Disable the Layer Mask and draw another path 
around the shadow and follow the lighter, 
outer edge of the shadow. Don't bother with the bit 
of shadow in the middle. Drag the Path thumbnail 
on to the Create New Path button to save the path. 


Command/Ctrl-click on the Path thumbnail 

and choose Make Selection from the pop-up 
menu. Set the Feather Radius to one pixel, make 
sure the the Anti-aliased box is checked and select 
New Selection for the Operation mode. 


G Select the path in the same way as before but 
set the Feather Radius to five pixels. Then 
select the monitor Layer Mask and fill the selection 
with white to bring back the shadow. Use a brush 
loaded with white that's about 50 pixels with 20 per 
cent Opacity, making the shadow's edge softer. 
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Focat Point 2 TOOLS AND TECHNIQUES 


Creating a 
focal point 


Anthony Robinson explains how to build up 
the image in three stages: the background, the 
focal point and the palette layers 


his tutorialis designed to 
demonstrate how you get the 


most out of Photoshop 6. Init, 


we will bring a number of 

features together to create the final 
image. As with any piece of art, itis 
personal to the creator. That is why this 
tutorial is only meant as a guide and itis 
always advisable to experiment with 
different techniques and ways of doing 
things. The idea behind the tutorial is to 
help nurture your creativity. 

The concept behind the image was to 
create something that illustrated 


Photoshop and some of its more useful 
features for this type of work. This 
illustrates how Photoshop is a versatile 
package that can easily be manipulated 
to suit your needs and the way you work. 


Expertise provided by Anthony Robinson 
{e] organise@easynet.co.uk {t] 0207 833 8268 
(Organisation Illustration Agency) 


Files on disc 
The files for this tutorial are on the CD in the 
Tutorial\Focal folder. 
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TOOLS AND TECHNIQUES OQ Focat Point 


: The background image 


The background of an image is almost as important as the 
foreground, so we'll start with a starburst effect 


Selection tool 


After using any selection tool. 
hold down the Control key 
while clicking anywhere on 
the canvas. This will bring up a 


series of options. 


Placing images 


When placing something from 
cone image into another, hold 
down the Ctri/Command key 
and then you will be able to move 
the placed image around freely. 


Firstly, open the background image which was 

created using a white canvas and painting it 
black. Small areas of white have been left unpainted 
around some of the corners and edges. 


Create a new layer and then draw a series of 

coloured lines originating from the centre 
point using the Line tool. Some of these lines need 
to vary in length and width 


Over the top of the lines (but still on the same 
layer) use the Airbrush tool to paint abstract 

shapes in the centre of the lines. Next use the 
Rectangular Marquee tool to draw a square that is 
about one and a half times the size of the lines. If 
you start to draw the square in the centre of the 
lines while holding down the Alt/Option and Shift 
keys, you get a square that is equally formed, with a 
centre that corresponds to the centre of the lines. 


Duplicate the layer and press the Ctrl/ 

Command key and T before clicking outside 
the selected area to rotate the lines. When you're 
happy, press Return. Repeat this step until you're 
satisfied with the starburst shape. The Blend mode 
on some of the layers needs to be set to Hardlight. 


Select Radial blur from the Filter menu and 

Blur submenu. Set the Radial blur to Zoom and 
then adjust the blur until the lines fade. You may 
need to apply the Radial blur filter again. You can do 
this by pressing the Ctrl/Command key and F. 


Apply the Radial blur filter, making sure that 
itis still set to Zoom. Then select Gaussian 

blur which can also be found in the Blur submenu 

of the Filters menu. Adjust the Gaussian blur until it 

is somewhere between 4 and 16. After you've 

applied the filters, it should look something like the 

image shown 


Duplicate the layer and then set the Blend 
mode on the original layer to Hard light. The 
duplicated layer will need to be set to Lighten, with 
the Opacity set to approximately 80 per cent. Still 
on the duplicated layer, press the Ctrl/Command 
key and B to bring up the Colour Balance dialog 
box. The colour only needs to be adjusted slightly. 


D Merge down all of the starburst layers and 
then duplicate the layer before pressing the 
Ctrl/Command key and T. Starting from the centre, 
scale up the starburst until it almost fills the canvas, 
Then press Return to okay that before using the 
Eraser tool to remove selected parts of the starburst 
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Create a new layer and use the Elliptical 

Marquee tool to draw a number of oval 
shapes around the starburst. To create more than 
one oval, hold down the Shift key after the first 
oval. Make sure that the foreground colour is 
slightly darker than the starburst itself and then go 
to the Edit menu and select Fill; make sure you fill it 
with the foreground colour though. Finally, use the 
Airbrush and a similar shade to the ovals to paint 
over some of them 


Focat Point 2 TOOLS AND TECHNIQUES (165 


: The focal point 


We'll now move on to the main focal point of the image. It needs to be 
adjusted and altered, so this section takes you through that 


Hand tool 


Hold down the space barto 
temporarily change to the Hand 
tool, enabling you to scroll 
around the image, 


Duplicating layers 


The best way to duplicate a 
layers to hold down the 
Control/Command key while 
clicking on the actual layer. This 
gives you a number of different 
layer options. 


B Open the ‘face’ document and then select By Use the Quick mask again but this time, select 
the Airbrush tool, making sure the Opacity is just the right-hand corner of the forehead. 

set to approximately 85 per cent. Press Q to enter Apply a Gaussian blur filter to make the Select Mosaic from the Filter pulldown menu and 
the Quick mask feature and then paint along the left-hand eye more of a focal point. Deselect Pixelate submenu. Adjust the mosaic settings until 
right-hand side of the face. Exit the Quick mask. the area by pressing the Ctrl/Command key and D. the area looks very pixelated. Then deselect. 


Use the Pen tool to carefully select around the 

coloured area of the left eye. Convert the path 
into a selection and then press the Apple and Alt 
keys along with D to bring up the Feather Selection 


dialog box. Set the Feather Amount to 6 and turn Recolour the eye by pressing the Use the Unsharp mask which can be found in 
the selection into a Quick mask. Use the Eraser tool Ctrl/Command key and B to bring up the to the Sharpen submenu of the Filter pulldown 
to remove top eyelashes and the pupil from the Colour Balance dialog box. Adjust the colour until menu. Set the amount to 120, radius to approx 
selection before exiting the Quick mask. the eye looks green then click OK. 232.2 and the threshold to around 71. 


Use the Airbrush and Quick mask to select Duplicate the starburst layer and place it 9) On the starburst layer, use the Square 

the face then use the Ctrl/Command and above the face layer. Change the Opacity to Marquee tool to select a square that is bigger 
Alt/Option keys to drag the face into the main 75 per cent and set the Blend mode to Overlay. than the starburst and starts from the centre of the 
image. Align the green eye to the centre of the Erase the parts of the starburst that you feel are left eye. Apply an Unsharp mask with the amount at 


starburst and set the Opacity to about 85 percent. _ obstructing the eye. 170, the radius 232.2 and the threshold 71. > 
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: Using layers 


At this stage, we can enhance the palette layers by experimenting 


with the Blend modes and Opacity levels 


Opacity changes 

By pushing the numeric keys, 
while using any of the painting 
‘tools you can change the Opacity 
of whatever you are applying. This 
also works with the Cloning tool. 


Alt tip 


Hold down the Alt/Option key 
while selecting. tool from the 
Toot palette. This will enable you 
to toggle between the different 
options selectable for the one 
youhave selected. Forexample 
the Marquee tool has a number 
of different options such as the 
Rectangular Marquee and 


Elliptical Marquee. Create a new layer and use the Pen tool to 


draw a large irregular shape above each eye. 
Convert both paths to a selection before filling them 
with any colour of your choice. The Blend mode 
should be set to Hue. 


Zoom into the Layers palette using the 
Magnifying Glass tool. Use the Rectangular 
Marquee tool to select the entire palette. Copy it 
and paste it into the main image. It can be copied by 
pressing the Ctrl/Command key and C and then 
pasted by pressing the Ctrl/Command and V. 


> Experiment with the Blend modes and Opacity 
levels on all of the Palette layers. Starting from 
the left eye, use the Pen tool while holding down 
the Shift key to create a horizontal line with 45 
degree angles. Close the path by going to the top of 
the image, along and then back down to where you 
started from. Convert the path to a selection. 


B Open the scrappy texture document which has 
already been manipulated for this image. Hold 
down the Ctrl/Command and Alt/Option keys and 
then drag it into the main image. The layer will need 
to be placed in-between the layer with the ovals on 


it and the layer with the face. 


FR The previous step will need to be repeated 


with as many different palettes as you feel are 


necessary. You may want to scale some of the 
palettes — this can easily be done by pressing the 
Ctrl/Command key and T. 


DB Click on the layer you want to erase from and 
then use the Eraser tool to do so. Because the 
selection is still loaded, you will only be able to 
remove what is inside the selection. If you set the 
Opacity of the Eraser tool to between 30 per cent 
and 40 per cent, it will help you to control the 
amount of the palette you want to remove. 


Ey Make sure that the Layers palette is on display 

MP and then take a screengrab. Open the 
screengrab in Photoshop. The screengrab will be 
called Picture 1 and can be found in the hard drive. 


JB “oie downthe Ctrl/Command key and click 
on the layer to load the selection, then fill it 
with colour. Repeat this for the other palette layers, 
You don't need to use the same colour each time. 


B) Open the curved lines document and place it 
into the main image so that the lines radiating 
from the centre lead to the eye 


: Final composition 
The main features are in place — now to import the final symbol 
documents to create an overall effect 


One pixel 


Hold down the Ctr/Command 
key and press one of the arrow 
keys. This will nudge the whole 
layer one pixel in the direction of 
the arrow pressed. 


Perfect circle 


Hold down the Shift key while 
using either the Elliptical or 
Rectangular Marquee tool - this 
will help you to create a perfect 
circle or square. 


Create a new alpha channel by going to the 

Channel palette and clicking on the new layer 
icon. In the alpha channel, switch the rulers on by 
pressing the Ctrl/Command key and R and then 
drag a guide from the vertical ruler. Next select the 
Pencil tool and a small brush size. Hold down the 
Shift key while drawing a dot on the guide line then 
draw another dot about two thirds down. By 
holding down the Shift key while drawing the dots, 
it will automatically draw a line for you. 


Load the alpha channel selection by clicking 

on the channel you have just created while 
holding down the Ctrl/Command key. Create anew 
layer and then fill the selection with the foreground 
colour. Duplicate it by holding down the 
Ctrl/Command and Alt/Option keys. Then press the 
Ctrl/Command key and T to experiment with scale 
and rotation settings before pressing Return. 


Open the ‘star’ document. Then using the 

Pen tool, draw a line from the middle of one of 
the points to the centre of the star and then 
approximately at a 45 degree angle to bring it out at 
the nearest inner point. Continue the line back up to 
where the line originally started. Click and hold on 
that point, then while holding down the Shift key, 
drag the mouse horizontally to the left. This gives 
the final line a curve. 


Go to the View menu and select Guides from 


the Snap To submenu. To the right of the line, 


draw a small square with the Square Marquee tool 
while also holding down the Shift key. The square 
should now snap to the guide line. Select Stroke 
from the the Edit menu and stroke the box. Make 
sure that you set the stroke to inside and that the 
width is roughly the same as the line. 


Select the Paint Bucket tool and click inside 


some of the boxes to fill them with colour. This 


will help to enhance the layer. 


B Convert the path into a selection and then 
click on the ‘star’ layer while holding down the 
Ctrl/Command+Alt/Option+Shift keys. This makes 
sure that only the area of the star is selected. Use 
the Eye drop tool to select the star's colour. Then use 
a slightly darker shade and the Airbrush, set to 40 
per cent, to paint part of the selection. Repeat this 
step for each point. This gives a 3D effect. 


Focat Point TOOLS AND TECHNIQUES 


With the square selected, hold down the Ctrl/ 
Command+Alt/Option+Shift keys while 

clicking inside the square and dragging it down the 
line. Repeat until you get to the bottom of the line. 


Open the ‘wavy’ shape document and drag a 
duplicate into the main image by holding 
down the Ctrl/Command and Alt/Option keys while 
dragging. Position it so that it fits round the eye. Use 

the Eraser tool to erase most of the right-hand side. 


Hold down the Ctrl/Command and Alt/Option 
keys to drag the star into the main image. 
Select it by using the Rectangular Marquee tool 
then press the Ctrl/Command and Alt/Option keys 
while dragging it to duplicate the star. Repeat this 
10 or 12 times and place them randomly around the 
‘wavy’ shape. Some of the stars need to be 
transformed by pressing the Apple key and T. 
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Mlustration: Richard May {t] 0207636 1064 (Debut Art)[e] info@richard-may.com [w] www. richard-may.com or www. pixelsurgeon.com 
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Screen print effects 
Attempting to create a convincing old screen 


print effect for an illustration may look daunting at 
first, but is quite simple in practice... 


hetricktodesigningascreen | calling cards that can be found cluttering 
Expertise provided by Richard May i i 
poland neh binaohto print effect that works isto | the Phone boxes and pavernents of your 
maycom [w] www.richard-may.com or balance the composition: too | average big city, because this seems to 
| 


peatclinrers galerie EMER much clutter and the design's be a trend at the moment... especially for 
10, 11,12. of October at the Business dynamics are lost in the ether: too little splash pages at many design-orientated 
eins dhl aide and there's no point in having texture | Web portals. But the image was also 
hotline on 0870 120 0720. there at all — nota bad thing if that’s the inspired by the screen prints of 

effect you're after. American artist Seymour Chwast and 

You can also see how things look late 60s/early 70s illustrator Martin 

Files on disc without the texture, if you prefer to go | Sharp. Fine artist Ed Ruscha’s eerie 
The files for this tutorial areon the bold, as it were. We based the general | abstract figures were also an inspiration, 


wer CD in the Tutorial/May folder i ‘ : 
Soe One ree look of the illustration on the numerous | more so than any Photoshop filter. 
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Part 1: Preparing the canvas 


We'll start by converting our image to paths using Adobe Streamline 


Choosing 
photographs 


With a search engine such as 
AltaVista you can find hundreds 
of different photos of any given 
subject atthe click of a button 
Ifyou do use a copyrighted 
image. itis of paramount 
importance that you alter the 
image to such a degree that the 
original is unrecognisable. For 
the purposes of this tutorial, you 
can save and use a file from any 
source because we are 
sufficiently altering the image to 
avoid any copyright problems. 


SUE 


Fy Create a Photoshop canvas at 300dpi RGB 
measuring 230mm (W) x 148mm (H) with a 
white background. Select a good strong purple/pink 
RGB shade. Here we've used R:255 G:123 B:238. 


| 4) Open Adobe Streamline — we are using 
version 3.0. Set the conversion sliders and 
check boxes as in the still - use them for everything 
you convert in this tutorial. Streamline converts 
bitmap images to paths so it’s best that you define 
the source images as much as possible using 
Photoshop...we'll cover that next. 


Adjust the level sliders to remove even more 

grey. Level sliders are usually the best way to 
increase contrast in an image because they don't 
destroy pixel information like the Brightness/ 
Contrast command does. Here we are using them 
as an extra touch, and for the purpose of this 
section of the tutorial, the destruction of pixelsis 
not really an issue! 


Select the entire canvas and fill at 100 per cent 


Opacity with your newly selected foreground 
colour. Don't worry that you are selecting an out of 
gamut colour — it isn’t important if you work in 
CMYK preview (not shown on these grabs). 


Setting an action in Photoshop to cover the 
next few steps is recommended, but you'll 
have to tweak each individual stage manually for 
any given photograph, so we'll go through each 
step with an image for our guide. Set Actions to 
Button mode for this. First up, desaturate the image. 


B You can apply the Gaussian blur in this image 
before or after you adjust the Brightness/ 
Contrast or levels — it all depends on the tonal range 
of the original photograph. Adding the Blur filter at 
something in-between 10 and 20 helps Streamline 
provide smooth edges, but don't go overboard or 
you'll end up with vector blobs! The important thing 
is to experiment. Use the action to cover all steps 
because it will simply save time, but be prepared to 
adjust your original settings by hand if required. 
Finally, hit Ctrl/Command-R in Streamline to 
convert your images to paths. Simple. 


Select a photograph of your choice for this 

next stage. We're using Adobe Streamline to 
convert the image into paths. You can even use a 
72dpi file and resize it to around 200dpi. As long as 
you retain most of the image shape and form, the 
anti-aliasing won't be a problem. 


6) We need to bang the contrast right up to 
eliminate a good deal of the grey areas (you 
don't have to get rid of all grey tone because that 
leaves little for Streamline to convert, and you need 
to retain a good percentage of line recognition). You 
can see why the Button mode is handy here. One 
photo may have more grey than another... use your 
own judgement. 


_ * _ aa): 


Choose another photograph (anything you 

like, although for the purpose of this tutorial, 
try and find a human!) and repeat steps 3-8, or 
open girl-02.eps on the CD and rasterize, as in step 
3. Flatten both images (or not, depending on the 
effect you require, try both for different effects) and 
copy and paste onto your original PS document. > 
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: Adding colour and texture 


Experimenting with the layer hierarchy to create variations across the canvas 


Dont worry unnecessarily if 
re-sizing creates jagged edges, 
its not particularly a problem 
unless you wish to keep the 
image texture-free atthe end. If 
this happens and you are 
concerned. youll have to 
carefully calculate the size of 
your vectors as you rasterize or 
‘goto File>Preferences (or 
Ctrl/Command>K) and play 
around with the interpolation 
settings. Bicubic is better, but 
strangely enough, Nearest 
Neighbour works very well under 
certain conditions. 


Cropping 
Rememberto crop every now 
and again to cutdown the file 
size, Of course i's preferable if 
you dori, because it will deny 
youa lot of leeway with 
composition and you'll have to 
be sure everything is where 
you want it. But it keeps the 
bytes down. 


File bleeds 


Make sure that al files bleed 
from the edge of your canvas. The 
source files are 10mm largerto 
help you do this without re-sizing 
and anti-aliasing, should that 
bother you. 


Choose soft light from the Layer Effects menu 
for each layer. Duplicate each layer a few 
times if you wish to strengthen the image, although 
you can do this further down the line. As you can 

see here, we have duplicated the first girl and 
resized her to create more tone and variation. 


Open blurtif on the CD and copy and paste 
onto the canvas, again selecting soft light for 


this layer and duplicating. This adds glows and 
washes to the block colours we have so far. 


Streamline another photo (keep a selection 

handy before you even start the tutorial) or 
open girl-06.eps on the CD. Rasterize as before and 
treat in much the same way as the other elements of 
the illustration so far. But we need to make this girl a 
key feature of the design, so duplicate the layer five 
or six times to achieve the burned-in effect you see 
here. Try and use multiple soft light layers if memory 
allows: it’s far more effective than using a single 
colour burn layer, and will also allow you more 
control over the degree of ‘burn.’ 


Use Streamline, or open girl-03.eps and 
girl-04.eps on the CD. If you have Adobe 
Mlustrator or a similar illustration package, feel free 
to open these files and play around to your heart's 
content before taking them back into Photoshop. 
Copy and paste one or both onto the original 
canvas, flattening beforehand if you wish. Position 
the images as you see fit: don't feel that they have 
to go where they are on this illustration. Also open 
numbers.tif on the CD and drag and multiply, 
positioning somewhere to the right of the canvas. 


Open muck.tif on the CD. Drag and drop (or 

copy and paste) and multiply. Play around with 
the layer hierarchy to achieve subtle variations in 
texture and tone, and as ever, duplicate those layers 
to beef up the contrast and depth if you like. 


Close girl-06 or open in another window 

(rename the file in order to open) but this time 
raster it large and don't flatten. If you don’t flatten 
the image before you cut and paste, the girl's face 
will remain white while the rest of the image will be 
transparent. Re-size but keep at a much larger size 
as in the picture above. Duplicate several times as 
before, even hiding layers underneath to gain the 
required contrast. 


Streamline a photo or open girl-05.eps on the 
CD and repeat these steps, dragging and 
dropping (copy and pasting) onto your canvas. You 
will notice other layers in the screengrab that aren't 
discussed here. These ended up on the cutting room 
floor, but there is nothing to stop you using your 
own textures at any stage. Drag and drop — 
experiment, it's not important to do exactly what 
you read here as long as you follow the basic flow. 


Adjust the colour balance of the muck.tif layer 

to your liking to create subtle colour changes 
and variations across the entire canvas. The tones of 
each layer will interact with other layers and create 
subtle yet interesting effects. 


py And here we have an almost complete 
illustration. You can leave this image as itis, 
flattening the whole thing and converting to CMYK 
if you need to print (if you kept CMYK preview on, 
this should be pretty painless). If you want to work 
further on the image, then read on... 
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: Final layer adjustments 


In the next few steps we'll turn this unfinished image into a finished piece, at least for the most part... 


~ i 

ar INES 3G 
BD Open outline-girl.eps on the CD at a large 

size. Again, don't flatten this image and you 

will achieve a similar effect as we did with the 
previous layer. This key-line style image can be 
created in /I/ustrator using any of the files provided, 
so don't feel restricted if you have access to vectors. 


an 
Ptrieini 


ts 
Hs 


lariricirirtcteir 


‘ri 


Another option here is to open the 

oriental-love.eps on the CD and bring it down 
until it is under the outline-girl.eps. You can see how 
the two styles of illustration fit comfortably together 
if you play for a while. In this case we selected the 
Japanese text and deleted it to regain some balance. 


By Copy and paste onto the canvas and 
re-position at will, playing around with the 
number of layers. You can even copy the layer and 
nudge the copy a few pixels in the direction of your 
choice to create an off-register effect. Play around 
but keep the overall clarity of the design in mind. 


Fy And this is the result of said deletion. The block 
colour contrasts extremely well with the 
controlled texture and chaos of the background. 
You can see that too much text (even with the 
decorative qualities of Katakana and Hiragana) is 
simply too much when competing for attention with 
the other type. 


Open circle.eps on the CD and copy and paste 
RY as usual. Place the shape (adjusting the colours 
before hand in //lustrator if you like) over the face 
area of the larger girl graphic. You can make this 
‘frame’ as subtle or as strong as you choose. 


DB The final image, at least for the whole part. At 
this point, flatten and save a file for print and 
keep a layered file somewhere to go back to. As 
stated earlier, RGB>CMYK conversion should be a 
piece of cake for this style of illustration, providing 
that you're working with CMYK preview on. 


: Variations on the ending 


With a few simple adjustments, you can change the feel and look of 
your image, sometimes with better results than you expect 


Now try removing the texture and blur layers 
to see how your illustration would look with a 
more clean graphic look. Both approaches have 
their uses, and the beauty here is that it’s simply a 
matter of removing a few layers in Photoshop to 
please a client. Above all, clients like to have the 
choice and final say. Working like this gives you 
maximum flexibility in the minimum possible time. 


B Another variation on the theme — duplicate the 
base/background layers, invert and run 
through the filters and change contrasts to give the 
image a different hue. You can also use the 
Hue/Saturation box. Simple but effective. 


The final method is to use your image solely as 

a background texture, or maybe as a halfway 
house for a background to some nifty page design, 
providing that you get the tones right. This is 
another opportunity to play with hues and blur 
filters on individual layers. 
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THe Wee 0 OPTIMISING GRAPHICS 


Optimising 
graphics for 


the Web 


Photoshop's Save for the Web feature 
barely scratches the surface of what the 
Photoshop/ImageReady package provides — 
we take a look at the practicalities of 


creating Web graphics 


ost Web designers are 
aware of Photoshop's 
Save forthe Web 
feature but this barely 
scratches the surface of what the 
Photoshop/ImageReady package 
is capable of. This tutorial runs 
through what the Save for Web 
feature does to your images and takes 

a look at other specific features 

ImageReady provides. 

If you work in a production-based 
role, you may find that you favour 
ImageReady over Photoshop for many 
features as you discover the advantages 
this application can offer. 

We'll also take a look at the practicalities 
of creating Web graphics that optimise 
your site's download rate and how 
ImageReady can help with the creation of 
more dynamic elements such as 


animations, rollovers and Image maps. The 
only downside to using the two programs in 
tandem is the sheer amount of processing 
power and memory your computer needs. 
Add to that an HTML editor, FTP software, 
some browser windows and an email client, 
then you could find your workflow grinding 
to a halt as applications crash and burn 
around you. So read these pages, convince 
your boss you need to upgrade your 
hardware and wonder just how you used to 
get things done before. > 


Part 1: Save for the Web 


Instant Web optimisation using Photoshop's dedicated tool 


Flat and graded 
colours 


For hybrid images that contain 
flat and graded colours, choose 
the GIF format using the 
Perceptual, Selective or Adaptive 
palettes, This works much better 
than the Web palette, providing a 
reasonable balance between 
maintaining Web-safe colours 

and rendering continuous tones. 


Color Picker 


D* When creating a iaphies for the Web, it's 
advisable to work within the Web-safe palette 
as often as possible because many corporate users 
may still be using older boxes incapable of handling 
more than this range. As such, make sure you keep 
the Only Web Colours checked while you work. 


Finer control of the colours discarded when 

creating GIF files is possible by selecting and 
deleting specific colours in the Colour Table should 
Photoshop strip colours you want to retain. The 
Dithering options enable you to determine how 
Photoshop handles non Web-safe colours. 


Other often-overlooked features available 

from the Save for Web feature include the 
tools available on the left of the preview panes. 
Included here is the Eyedropper which is useful for 
selecting colours for use with the matte feature. The 
Slice tool can also be accessed from here. 


Once you've completed your graphic, access 

the Save for Web tool under the File menu. 
By default, this generates four versions of your 
image, the properties of which are listed 
underneath. You can then select individual versions 


and amend its properties using options on the right. 


’be Photoshop 


> ¥ BBits/Channel 
76 Bits/Channe! 


Photoshop then indexes the colours in the 

created GIF so only used colours are stored in 
the file, ensuring a lower file size. When re-working 
indexed colours they should be converted back to 
RGB mode to give more colour control when editing 
or resizing your image (see step 2). 
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| Generate Tale Emoly Cells [GF mG war a 


DB Graphics relying on HTML can be embedded 
directly into HTML files using the Output 
Settings. This gives greater control of your settings 
when working with HTML, background images and 
slices, even enabling you to define filenaming 
conventions of generated graphics and whether to 
adopt default of GoLive HTML standards. 


Depending on the composition of the image 

and its range of colours, it is worth 
experimenting with various settings. For best 
immediate results, use GIF for solid colour images, 
gradually reducing the number of colours used, 
and JPEG for more graded tones. Drop the quality 
as low as possible for the lowest file sizes. 


Settings: Jrunnamedi m 
J ar 


| 6) For JPEG graphics you can choose between 
four main defined settings from Low to 
Maximum quality. Use the Blur tool with care to 
reduce detail and lower file size and check the 


Progressive option so that large images fade into 
place as they load. 


B Other easily missed functions can be found by 
clicking the circular arrow icons. These provide 
options for calculating download rates, emulating 
alternative platform schemes and improved colour 
handling. Modified settings can also be saved for 
instant access through the Settings dropdown. 


Part 2: Indexing colours 
Understanding how Photoshop optimises GIF images 


fat) When creating images for the Web, it is best 
to work in RGB mode because this provides 
the most versatile range of colours and options. 
However, in this mode, a huge range of colours 


must be stored in an image file, ultimately resulting 


in the enlargement of a graphic's file size. 


When images are converted into the GIF 

format using the Save for Web feature, 
Photoshop automatically discards any unused 
colour information, storing only necessary colours 
and providing a much reduced file size. 


Should you need to further edit a previously 
indexed graphic, it must first be converted 
back to RGB mode. Without doing this you will be 
restricted to using only indexed colours and a single 
channel, in turn reducing your potential options. 


Part 3: Blending images 


How to create transparent GIFs that blend seamlessly into a background colour 


Pick a palette 


‘Most people referto them as 
colour palettes but ImageReady, 
for some reason, names them 
‘colourreduction algorithms 
Whatever you call them here's 
how they work 


Perceptual 

Generates a colourtable on 
present colours focusing on how 
coloursare perceived by the eye, 


Selective 

Similarto perceptual but leans 
more towards preserving flat and 
Web-sate colours. 


Adaptive 

Creates a table based around the 
dominant colour spectrum found 
inan image. 


Web 

Creates the smallest file size by 
shifting colours to those available 
inthe Web-safe palette 


LJ? 


Quite often you may have a complex 

background image which needs graphics 
placing on top. In regular HTML, it is impossible to 
guarantee the absolute positioning of an image, 
which makes placing irregularly shaped graphics an 
awkward task if you need to give the impression of 
a seamless join. 


| 4) Next, enter your page's dominant background 
colour in the Matte option, either by choosing 
one of the defined dropdown options or entering 
your more specific values using the ‘other’ option. If 
you zoom into your image, you'll see the blended 
effect in more detail. 


The most obvious way around this problem is 

to use transparent borders around an object, 
but this can still lead to jagged, aliased edges. The 
Save for Web feature provides the tools necessary to 
blend the main object into the transparency by 
creating an anti-aliased border which blends the 
foreground and background colours and gives the 
illusion of a smoother image. 


LJ" 


DB When the final graphic is placed over the 
background in HTML and viewed through the 
browser, the anti-aliased edges provide a ceaner 
transition between the two images. However, 
should your dominant background colour change, 
the anti-aliasing creates ghosting around the 
foreground image that must be removed 


Before you jump into the Save for Web option, 
make sure that any areas where you want 
transparency are free of colour and then launch the 
feature. Transparency only works on GIF or PNG 
images, so select your format and check the 
Transparency option to include this in your palette. 


If it’s impossible to revert your original PSDs, 

Photoshop provides the Defringe tool. Select 
the object you want to modify and then choose the 
Matting>Defringe option from the Layer menu. 
Start by shaving off one pixel and gradually working 
in for the best results. > 


Part 4: Understanding ImageReady 


Take a wander round Photoshop's Web-focused cousin 


Layer effects 


Whether you love them or loathe 
them, Layereffects are also 
available in ImageReady, but if 
you're used to the quick 
Photoshop method of 
double-clicking on the layer 
name to access them, you'llbe 
left stranded. Use the Layer Style 
option under the Layer menu to 
access these. 


Jump to it 


The Jump To button at the bottom 
‘of the Photoshop and 
ImageReady toolboxes launches 
the counterpart application, 
taking a working version of your 
‘current document with you. You 
‘can then carry out edits in the 
othertitle and hit the Jump To 
button again to return to your 
original environment. 


Photoshop was originally developed for more 

traditional forms of media which didn’t require 
the kind of optimisation necessary for Web delivery. 
ImageReady was therefore developed to expand 
Photoshop's potential, with particular reference to 
this new media. Hit Jump to ImageReady to load 
your current file in this complimentary application. 


The Options bar runs under the same 

Photoshop principle, but it’s worth spending a 
moment or two getting used to the new groupings 
and options available with each tool because there 
are modifications to each — many of which should 
arguably be included in the parent application. 


Tile Maker 


Still in the menu bar, the filters offer a similar 

range to Photoshop. However, tucked away 
under the other group is a groovy little tool called 
the Tile Maker that does exactly that. By blending 
the edges of your image a defined amount, 
seamless tiles can easily be created. 


mmc 


The first thing you'll notice is that it all looks 
very familiar. The toolbox and palettes are 
modified specifically for working on media created 
for the Web and the canvas provides an interface 
similar to Photoshop's Save for Web tool. In fact, 
ImageReady can be compared to working 
completely in that environment. 


TESTE 


B Many of the palettes will also be recognisable 
such as Layers, History, Info and Colours. The 
Optimise palette is new, although it should be 
familiar because it provides similar functionality to 
Photoshop's Save for Web feature, bringing such 
optimisation possibilities straight on to the desktop 
without the need to launch a dedicated tool. 


B The Actions list is a range of Web-specific 

possibilities dealing with basic text effects such 
as two-state button creation and basic animation 
effects through to complete Web page template 
creation. As in Photoshop, they are completely 
recordable so you can create your own 


The toolbar provides all the most common 
Photoshop tools with the addition of dedicated 


Image map creation tools and enhanced slicing 
capabilities. Underneath the background and 
foreground colours, are more Web-specific tools for 
toggling Image map and slice visibility and 
previewing rollovers and work in the browser, 


The menu bar is also largely familiar. There is 
an additional option in the form of the Slice 
menu, again providing further dedicated Web 
graphics potential and, when combined with the 
enhanced toolbar slice features, enables the 
ultimate control over such a feature 
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However, the most specific and powerful set of 

tools for Web designers and producers can be 
found in the animated and HTML components 
supported by ImageReady. Basic animation, 
rollovers, Image maps and even more slice controls 
are available via a floating palette introducing anew 
concept of layers over time. 


Part 5: Get animated 


How to create basic animations 


Adding new 
colours 


To create variations in colour or 
opacity in an animation, run 
through the steps here and edit 
the graphics in each frame 
accordingly. Note that adding 
new colours in this way increases 
the number of colours that need 
tobe indexed, which in turn 
increases the final fle size 


More frames 


For smoother animations, use 
more frames through your 
tweens. Obviously, the inclusion 
of more frames also increases 
your file size, so balance this out 
to.achieve the best results. 


B Creating animated GIFs in ImageReady is 
fairly straightforward once you understand the 
basic layers over time idea. To get started, open the 
red_ball.psd file from the cover CD. 


Clicking on a given thumbnail activates that 

frame, so click on the third and move your 
object on your canvas. If you now click the Play 
button you'll see the frames run through their 
sequence as the animation progresses. 


B If the Animation palette isn't visible, click the 
Show Animation option under the Window 
menu to reveal the Animation Control panel. This 
now displays a single thumbnail of your image with 
recognisable controls - Play, Stop, Rewind and so on 
greyed out underneath. 


For smoother animations, use the tween 
function by placing your graphic at its start 
point in the first frame and end point in the last. By 
clicking the tween button, /mageReady equalises 
the spacing between your graphics in each frame for 
smoother movement. 


Orumisinc Graprics THE Wee (73). 


By An icon similar to the new layer button is 
available and works in the same way except 
that you are adding frames over time rather than 
vertical layers. Click on this about five times to 
duplicate the current frame. 


You can amend the length of time each frame 

displays underneath each frame and how 
many times your animation loops, from the 
dropdown to the left of the play controls. Look at 
the movement.psd on the cover CD for an example. 


Part 6: Slice and dice 


Image slicing and link generation 


Slice tab 


Ever notice the up/down, 
arrowheads on the slice tab? 
Double-click the tab title for 
additional options such as the Alt 
tag and more precise control of 
the slice positioning. 


Although there are Image Slicing tools in 

Photoshop, ImageReady makes the whole 
procedure much more intuitive. Open the 
shapes.psd file on the cover CD for a basic image, 
which you can then experiment with. 
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Py Next, select the Slice tool and create selections 

m9 around the image elements. ImageReady 
automatically slices the image into smaller graphics 
and generates the necessary HTML to recreate the 
image in the browser. 


To specify attributes, choose the Slice Select 
tool and highlight one of your objects. From 
the Slice window (Window>Show Slice if not 
available) you can now provide a link location and 
target. Give the image a name for coding purposes 
or even determine whether the table cell should 
remain empty or not. > 


Part 7: Image rollovers 


Now you see it, now you don't... 


Multiple buttons 


Be wary of excessive use of 
multiple button states. A simple 
rollover needs twice the number 
of graphics to be downloaded: 
witha large number of five state 
buttons embedded on your 
pages, download times will suffer. 


k 7 

BD Still working with the image just created, 
select one of the slices. If your selected image 

isn't on its own layer, choose Select>Create 

Selection From Slice and then choose 

Layer>New>Layer via Copy. Next, activate the 

Rollover palette to access the relevant options. 


and position this over the button. Replicate 
this by clicking the new frame icon to create the 
Over state instance. You can then go on to create 
further frames for the down, click, out and up 
functions if you prefer. 


Enter some text, ‘Normal’ keeps things simple, 


You can now go on to amend the content of 

each frame layer, remembering to create new 
layers for each and hiding those not required, To 
test how the button functions, toggle the Rollover 
Preview button on the toolbar. See the slice_roll.psd 
file on the CD for the final version. 


Part 8: Slice and dice 


Finding your way around client-sided Image maps in ImageReady 


Using the Square, Circle or Polygon tools, you 

can easily draw shapes over the existing ones 
to create the map's hotspots. If you go out of line a 
little, don’t worry. Complete the shape and use the 
Image Map Select tool to refine your selection 


kc 
BD Open the mapshapes.psd from the cover CD. 
In this instance, the graphic elements are too 
close together for slicing, which is where 
ImageReady’s mage map tools are handy. Access 
these next to the Slice tool in the main toolbox. 


As with the slice attributes, you can define link 
locations and targets plus alternative text 
(displayed by the browser on rollover) and provide a 

unique name ID for coding purposes through the 
Image Map palette. To hide the visual guides to the 
map areas, use the toggle function on the toolbar. 


Part 9: Copy the code 


You've created the effect, now get hold of the code 


Features such as image slicing generate entire 

pages of code as well as creating and 
optimising the necessary graphics. Configure the 
Output Settings under the File menu for HTML, 
slice and background elements as well as generated 
file-naming preferences. 


If you have modified a previously modified file, 

update the existing file by choosing the 
Update HTML under the File menu. /mageReady 
then intelligently replaces only the amended code, 
leaving the rest of your code unscathed. 
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If you need to embed code into an existing 

page not generated by ImageReady, a neat 
trick is to click the toolbar's Preview in Browser 
button which displays the code directly beneath 
your effect enabling you to copy and paste the 
relevant code into your HTML editor. 
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Creative 
interfacing 


You have a concept for a Website or a multimedia 
control panel. Let's create an interesting interface for it... 


nthe past few years, easy-to- 
use multimedia design 
programs have become 
abundant, enabling novice to 
advanced users to quickly create rich 
multimedia applications for business 
use or as a hobby. Most of these 
programs enable you to easily import 
your own graphical interface into your 
multimedia project. You can add your 
own buttons to activate functions, play 


video, launch applications... the list goes 
on. This can be done without any, or with 
very limited, programming knowledge. 
This tutorial will give you the 
foundation for creating graphically rich 
interfaces using Adobe Photoshop. You 
willalso learn some of the basic 
Photoshop techniques to create the 
different elements that are used in 
interfaces. From this foundation you will 
be able to add an array of enhancements 


and objects, such as buttons, to make 
your interface fully functional. And what 
you can apply to the multimedia 
interfaces you design, you will also be 
able to apply to your Web design work. 

The first thing we will do in this 
tutorial is add some basic shapes, then 
apply Photoshop lighting effects to add 
depth to your creation. The next step will 
be to add shadows to give it that extra 
touch of reality. 


Part 1: Making multimedia interfaces 


Create a fully-functional interface within Photoshop, add 
some depth with lighting effects to give it the professional touch... 


Quick selections 


Inthis tutorial we will say “make 
a selectionfrom a layer(or 
object)”. What we are doing is 
making a precise selection of the 
contents ofa layer. To do this 
press and hold the Ctrl key for 
PC, orthe Command key for Mac, 
and click on the layer you wish to 
select. Thiscomes in very handy 
when you need a selection fora 
new channel ora mask. 


— I A 


Create a workspace of 560x550 pixels, Fill 
your background black and create a new layer. 


Name this layer Main Body. Position a horizontal 
and vertical guide to intersect in the middle of your 
document. With the Elliptical Marquee tool create a 
circle with a radius of 510 pixels. Fill with R:175 
G:175 B:175. 


Apply a Gaussian blur (Tools>Gaussian blur) of 

3 pixel radius. In the following steps, this blur 
will be used to create your bevel. The larger you 
make the blur radius, the larger your bevel will be. 
Switch back to your Layers panel and make Main 
Body your active layer. 


Create a layer above your Main Body interface 
layer and name it Screen. You will create a 
screen for your interface. Create a shape that will be 
large enough for the interface's intended function or 
content. Fill with a grey of R:150, G:150, B:150. 


is 75 pixels smaller in diameter than the first 


circle. Delete this from the first larger circle. The last 
step will be to create a rectangular selection that we 
will delete from the bottom of the circle. Now create 
a selection from Main Body layer. 


From the Lighting Effects dialog box 

(Filters>Render>Lighting Effects) select the 
Main Body from the Textures Channel. Change the 
light to an Omni light. Position so that it illuminates 
from the upper left. Next create another Omni light. 
Position this light so that it illuminates upwards from 
the lower left 


Make a selection from the screen you created, 

Create a new channel and label it Screen Body. 
Repeat the steps for making the smooth bevel from 
Steps 4 and 5. Select Screen Body from the Texture 
Channel in Lighting Effects. 


From the centre point create another circle that 
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Switch to Channels and create a new channel 

layer. Name it Main Body. Now fill the 
selection with white. Zoom in so that you can clearly 
see the edge. 


Next, create an underlying metal piece on a 

layer under the Main Body of the interface. Fill 
with a grey of R:200, G:200, B:200. Keeping your 
selection, create a new channel. Fill it with white. 
Now repeat the lighting effects steps, as described 
in the previous two steps. Choose the appropriate 
Texture Channel for this piece. 


Select Main Body as your active layer. With 
your rectangular Marquee tool make a 
selection midway on the interface as shown. Copy 
and paste the selection. You will now have the 
Handles layer above the Main Body. Name this layer 
Handles. Now hide the Main Body layer below. > 
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Part 1: Making multimedia interfaces continued... 


Interface plug-in 


KPTBhasavery nice tool to 
create great interface bodies and 
components. In many cases you 
can.use this instead of using 
channels and lighting effects. If 
you own KPT you can do this by 
creating yourinterface piece and 
fill itwith your desired colour. 
Open KPT S\Filters>KPT5> 
KPTS ShapeShifter). From the 
Environment panel choose the 
Cool Kitchen jpg image that 
comes on the KPT5.CD. This 
gives you great-looking surfaces 
inno time ata. 


Ensure that your Handles layer is active, then 
make a selection from the handles. Go to 
Select>Modify>Expand and, from the Expand 
dialog box, specify to expand by 8 pixels. Now fill 
this expanded selection with a value of R:112, 
G:112, B:112. 


B) Create horizontal lines on the handles. Create 

anew file with the dimensions of 4x4 pixels 
with a transparent background. Zoom in so you can 
see the individual pixels and fill the top half of your 
square black. Next, select all and then select 
Edit>Define Pattern. Name this pattern 4x4. Close 
without saving. 


Create a new layer named Screen above the 

Screen Body layer. Make a rectangular 
selection for the screen and fill with a value of R:106 
G:120 B:105. Later you may create another layer 
called Top Arc for the small top screen. Create your 
arc and fill with the same colour as the screen 


Create a new channel from the Handles 
selection. Call this Channel Handles. The 
Handles selection should still be active. Now fill with 
white. Then apply a Gaussian blur with a radius of 

16 pixels. Switch back to Handles in your Layers 


Create a selection from the handles. Then 
create a layer above the Handles layer and 
name this layer Handle Lines. Choose Edit>Fill, From 

the Fill dialog box choose, Use: Pattern, and select 
the 4x4 pattern. Click OK. You now have black lines, 
over your Handles layer. Change Options for this 
layer to Overlay. 


Open the Layer Style dialog box. Select Bevel 
and Emboss from the Styles. Set options to 
Style: Inner Bevel, Technique: Chisel Hard, Depth 
180 per cent, Direction: Down, Size: 2, Soften: 0 
Then select Inner Shadow from the Styles. Set 
Options to Blend Mode: Multiply, Opacity: 75 per 
cent, Distance: 0, Choke 0 per cent, Size: 16 pixels. 


Open the Lighting Effects dialog box. Choose 

Handles from the Texture Channels. Set the 
light type as Omni. Move the light to the upper left. 
Adjust the Intensity to 21 and the Material to -75 
Create another Omni light and position below and 
to the right of the handles. Apply Intensity of 10 
and Material of -75 and click OK. 


Finish the handles by air brushing shadows 
Create a layer named Handle Shadows in 
between the Handles and the Handle Lines, Create 
a selection from the Handles layer. Choose the 
Airbrush with a Soft 65 pixel round brush. Set 
opacity to 25 per cent and paint Black. Apply 
shadows to the inner-left handle and where needed 
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Make Main Body your active layer. Create a 
selection from the Main Body. Now contract 
the selection by choosing Select>Modify>Contract. 
Contract by 15 pixels. Copy then paste the selection 
creating a layer. Name this new layer Body Inset. 


Touch-up tips 


Often, when creating interfaces 
we will create them in grey tones 
as we did in this tutorial. We will 
then come back to layers and 
add colour This is done by 
adjusting the layer's hue. Select a 
layer with the interface piece you 
Wish to colour. Now select 
Image>Adjust>Hue/Saturation, 
From the Hue/Saturation dialog 
box check Colorize ifthe piece 
you want to colours grey. Now 
you can adjust the Hue and 
Saturation slider. 


SederGraphics 
interfaces 


This tutorial was written by Kraig 
Sederquist of SederGraphics, 
who specialises in the design of 
multimedia and Web interface 
screens. SederGraphics 
currently offers two CDs full of 
interface screens which you 
might find handy. SederGraphics 
Volume I contains over 100 fully- 
layered Adobe Photoshop 
multimedia interfaces. New 
users to Photoshop may find the 
CD informative in demonstrating 
how interfaces are constructed 
Advancedusers will appreciate 
the interfaces, time-saving, 
templates and starting points 

for projects 


SederGraphics Volume 2is a 
resource for Web designers 
providing useful Web interfaces, 
project starting points and 
elements to use in other designs. 
Itcontains over 100 layered 
‘Adobe Photoshop interfaces for 
Web designers, and makes 
interface customisation easy 

by providing the layered 
Photoshop file. 


Volume 1 is priced at $45 
(approximately £32) and Volume 
2is $50 (approx £35), and they 
ship worldwide. Alternatively, the 
Volume 1 & 2 bundle pack is $85 
(approximately £60) and also 
ships worldwide. For more 
information visit fw] www. 
sedergrahics.com 


With the Body Inset as the active layer, open 

the Layer Styles dialog box. Choose Bevel and 
Emboss, In the Structure options choose Style: Inner 
Bevel, Technique: Chisel Hard, Depth: 100 per cent, 
Direction: Down, Size: 2 pixels, Soften: O pixels 
Click OK to apply. 


Create a layer above Pipe called Bracket 1 

Create a rectangle over the pipe that is as high 
as the Main Body. Fill the selection with R:110, 
G:110, B:110. Make a rectangular selection as wide 
as the bracket but 3 pixels above and below the 
pipe. Fill with Photoshop's Silver Gradient to give 
the rounded effect. 


Copy Main Body's layer style. Now paste this 
Layer Effect to the following layers, Metal 
Piece 2, Pipe, Screen Body and Handles. For the 
remaining shadows we will airbrush in by hand 


® Hide your Handles layer, Handles Shadows 
layer and Handle Lines layer. Create a new 

layer called Pipe. Make a circular selection 10 pixels 
smaller than your Main Body Inset and fill with a 
value of R:190, G:190, B:190. Contract the selection 
(Select>Modify>Contract) by 25 pixels. Delete the 
centre selection. With a Rectangular Marquee 
selection, delete the bottom half of the circle. 


TOOX (bracket TRGB) 


Apply shadows with the airbrush to complete. 

Duplicate Bracket 1 layer twice. Place the two 
other brackets to either side. Rotate each bracket so 
that they follow the curve of the pipe 


When airbrushing in shadows start off with a 
low brush size of 17 pixels and a pressure of 15 
per cent. To shadow the Pipe, create a layer just 
above the Pipe layer called Pipe Shadow. Create a 
selection from the Pipe. Apply shadows where you 
feel they would occur naturally. 
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By) Make a selection from Pipe. Create a new 
channel named Pipe. With the selection active 
add a Gaussian Blur radius of 5 pixels and click OK. 
Open the Lighting Effects dialog box. Set Pipe as 
Texture Channel and use two lights. Upper left light 
set as Omni, Intensity: 25, Gloss: 100, Material: 64, 
Exposure: 14. Apply the same settings to the 
bottom light except for Intensity, which will be 10. 


ICC 


Now you will create a drop shadow for Main 

Body. Give your background a colour that is 
light enough to see shadows. Make Main Body your 
active layer. Open the Layer Styles dialog box and 
select Drop Shadow. Set Blend Mode: Multiply, 
Opacity: 85 per cent, Distance: 3 pixels, Spread: 0 
per cent, Size: 6 pixels. 


Make a 5-pixels wide circle above the layer 
where the rivet will be placed. Open the Layer 
Effect dialog box. Choose Bevel and Emboss and 
apply these settings — Style: Pillow Emboss, 
Technique: Smooth, Depth: 181 per cent, Size: 5, 
Soften: 0. Duplicate this for additional rivets. 
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50 Web graphics tips 


Cut the fat from your graphics and speed up both 
your workflow and your sites with these essential 
tips for creating Web graphics... 


1 Web graphics should generally be - ] The PNG format offers variable 
il 


created in RGB mode at 72dpi. Other levels of transparency and can be 
modes cannot be reliably transferred used as a third option. However, this 
to monitor RGB tones and higher resolutions is not supported by earlier browsers which 
cannot be displayed. This, therefore, leads to can cause obvious problems. 
bloated file sizes. 
A Indexing bitmap images creates a 
Use GIF or JPG format for your l } palette of a maximum of 256 
} 2 graphics. GIF is better for images with § 7 colours, determined by your chosen 
large amounts of solid colour, while reduction method. This can be seen in 
JPG render variable tones, such as Photoshop's Save for Web interface where 
photographs, are best at the lowest file size. you can remove lesser-used tones. 


For palette-based indexed formats, 
such as GIF or PNG, the lower 

the bit depth, the lower 

the file size. Lossy, full-colour formats 

like JPEGs do not benefit from such 
reduction. This is because size is primarily 
related to quality. 


For hybrid images that contain both 
flat and photographic content, use 
the GIF format experiment with the 


Perceptual, Selective or Adaptive palette 
instead of the Web palette for better balance. 


i Compression algorithms are used to 
Y re-encode data into more compact 
4 representations of the same 


information. The more linear change there is, 
the less efficient the compression. 


Blurring JPGs is the most obvious 
8 method of reducing such linear 

change. By blurring less important 
background elements while retaining 


foreground clarity, smaller file sizes of larger 
images is possible. 


A Dithering makes it harderto 
losslessly compress images, as the 

M compression algorithm used in GIFs 
relies on horizontal areas of the same colour. 
In order to avoid dithering, create images that 
use the colours specified in the browser's 
default colour palette. 


i) Although it can be easier to work in 
Photoshop in preference to 
ImageReady, the latter has a more 
specialised and dedicated approach for 
creating Web graphics providing consistently 
smaller yet higher quality results. 


Use multiple small graphics and/or 
1 backgrounds in preference to single 

large graphics which take longer to 
download and render. 


Techniques 


i Keep reducing 256 colour graphics 
WZ to palettes that contain fewer 
colours. Most GIF images can 


be reduced to between eight and 32 
colours effectively. 


If you find yourself frequently using 
13} an unusual combination of settings 

within the Save for Web interface, 
make your changes and then hold the 
Option/Alt key. The OK button transforms 
into a Remember button so you can save 
your settings for instant use next time. 


ii Experiment with developing work 
with a monochromatic palette and 


colourising the results. This will 


SUPER 
TIP 


GIF colour reduction methods 


Photoshop's Save for Web tool enables a number of colour 
palettes to be used for colour reduction. Selective is normally active 
by default, but understanding the other options can be useful... 


Perceptual: Generates a colour 
table based on the colours in 
the image, with particular 


attention to how people 
actually see colours preserving 


Web: Shifts colours to those 
available in the standard 
216-colour Web-safe palette. 


This often produces the 
smallest file size, but the 
results can often be unreliable. 


overall colour imegrity. 


Selective: Similar to 
Perceptual but leaning more 
towards preserving flat and 
Web-safe colours. 


Adaptive: Generates a colour 
table based around the colour 
spectrum which dominates 


most of the image often 
producing a slightly larger 
optimised file. 


provide a greater number of tones and depth 
to low-size images. 


5} Another approach is to create 
images using only four or five 
colours with the anti-aliased tools. 
Then you should reduce the numberof 


colours down to 16 or 32 colours for more 
varied results. 


Posterising is a popular effect that 
benefits from reducing the colour 


content of a graphic automatically : 


reducing file sizes considerably. 


iia When creating graphic text, you 
should use aliased sans-serif fonts 
in preference to serif as this 


creates less affected pixels and therefore a 
smaller file size. 


Reducing colours is an effective way of optimising 
graphics. Even images of larger dimensions can be 
stripped if the colour range is managed well. 


Understanding the various GIF colour reduction methods will lead 
to better quality images with more suitable and efficient settings. 


Blend images into irregular 
18 background colours or textures 

using transparent GIFs with anti- 
aliased edges blending into the dominant 
background colour. This lessens the risk of 
mismatched graphic and background tones. 


iE When cropping images go right up 
to the edge of the pixels to further 
reduce file size. If such images are 
being used for layout elements use the HTML 
vspace and hspace attributes to provide the 


required padding. 


20} Using the Style palette it is 
possible to drag and drop the Style 
Effect onto any layer that 
automatically applies itself to the layer that it 
has been dropped onto. You can then 


continue to add further styles by holding > 


Photographic quality images with their variable 
tones and textures are best suited to the 
compression methods of the JPG format. 


Making changes to multiple text layers is often quite 
tedious, but by linking the layers and holding the 
Shift key while selecting a new font, this can be 
inherited by all the linked layers. 


the Shift key down and dragging further 
styles without destroying the previous effect. 


Styles might be generally frowned 
upon but, like Actions, they can be 
recorded for frequently-used 
elements such as buttons and roll-over 
states and soon. 


You can also save Liquify Distortion 
settings by holding the Shift key 


while you hit OK after you have 


distored an image. Your settings are saved 
into a temporary file that can be used again 
by selecting another layer and choosing 
Image>Liquify with the Shift key held down. 


If you need to change font types 
over multiple layers, you should 
link them together and 


Using anti-aliased 
colours around the edges of any 
solid colour shapes, which need 
to be placed against complex 
backgrounds, results in 
smoother blending and much 
more natural positioning. As 


foreground and background colours. 


this only works with 
transparency, this is impossible 
to do with JPG images, so here's 
how to doit with GIFs. 

Create your graphic and 
leave any transparent areas 
clear. Go to File>Save for Web 


Notice how the matte background colour has been blended around 
the edges of the logo. improving the colour match beween the 


Large and complex images can be drastically 
reduced by popular effects such as posterising 
which strips more intricate colours and provides a 
much reduced palette. 


select one of them. Next, you should hold 
down the Shift key and make the changes to 
the Tool palette. This enables you to make 
quick global changes. 


If you find yourself frequently 
24 working in both print and Web 

environments, a good idea is to 
create an action that runs through the steps 


to convert your preferences into each 
configuration to save time. 


and ensure that you've selected 
the GIF format and have the 
transparency option checked. 
Before you start reducing 
colours etc. click on the matte 
dropdown and either choose a 
predetermined option or enter 
the hex code of the dominant 
background colour forthe page 
the image will be set against. 


If you zoom into your graphic 
you'll notice how the edge has 
been blended into your matte 
colour. Continue optimising 
your graphic in the usual way 
and finally save. 

When you view this graphic 
through a Web page with the 
relevant background, the 


foreground image will then 


neatly blend into the page 
without suffering from hard 
aliased edges. 


Palettes and 
colour reduction 


ip Keeping within the Web-safe 
palette is the only way to guarantee 
accurate reproduction of your 


images colours across various browsers and 
reduce the risk of unwanted dithering. 


26) The best way to keep within these 
safe colours is to keep the Only 
Web Colours option checked in 
your colour picker. you should also set your 


swatch to Web Safe when creating new work 
to further reduce dithering. 


fp To map the non-dithering palette to 
Pp. an existing image, first fill all of the 
flat-colour areas with colours from 


the 216-colour palette to minimise the risk of 
excessive dithering. 


fp You can then further convert the 

28 image from RGB to indexed 
colours, Photoshop will reduce the 

image to 216 colours and map the image to 


this palette. However, during this process 
some posterisation may occur. 


fp Deliberately posterising yourimage 
29 isa quick way to visualise your 
r] image with reduced colours and 
flatten your image. In Photoshop select 


Image>Adjust>Posterize and try reducing 
the number of colours. 


fr Most images more suited for the 
30 JPEG format do not reduce well to 
fi the Web-safe palette. Using an 


Adaptive palette with diffusion dithering 
generally gives the better results. 


fw Perceptive palettes are even better. 
is However, on 8-bit machines 
browsers will remap the Adaptive 
palette into the client's System palette, 
although the results should be acceptable. 


fw To reduce such an image into an 

i Adaptive palette, select 
Image>Mode >Indexed Color > 

Adaptive Palette and set the Dither to 

Diffusion or None in Photoshop and select 

the minimum bit depth that looks acceptable. 


B33 When you index to an adaptive 
palette Photoshop creates a 
histogram of the colours in your 
image, ranked by popularity. For more 
complex images, Photoshop's choice may be 
less than optimal. Photoshop enables you to 
influence the histogram using selections. 


fe Photoshop normally calculates this 
B4 histogram using the entire image, 
r] but by selecting the parts of the 
image containing the colours you want 


included in the palette Photoshop 
will weigh the conversion 
towards your selection. 


fr Keep in mind the Gamma 
"h 35) differences between Mac 
i and Windows monitors. 
Macs are lighter than PCs by 
default, which can cause issues if your 
design uses subtle shades based arounda 
similar colour. 


Mac designers should be 

" particularly aware of Gamma 

i] issues, becasue the vast majority of 
monitors that are used are PC-based. To get 
a better idea of how your images will look on 
aPC, you should go to your levels and knock 
down the central RGB input levels to 0.8 for 
an approximation. 


fiw If your images look too dark with 
jm" these changes, raise the central 

| RGB levels by 0.2 to make the 
subtle compensation and apply the changes 


by clicking the OK button. 


fwye PC designers should also be aware, 
‘iY @ ) but not overly concerned, as images 
ii will be marginally lightened on 


Macs which generally isn't as damaging to 
the final result. 


Compression 


There are basically two types of 
compression. Lossy discards 
information removing elements 
considered too small forthe human eye to 
differentiate while lossless compression 
never discards any information about the 
original file. 


Aswellas superior Web 
optimisation capabilities, 
ImageReady provides a host of 
animation effects that can be 
further optimised and delivered 
in incredibly smallfile sizes. If 
it's not initially available, select 
Window>Show Animation to 
prompt the relevant palette. 
Associated with this are similar 
tools for creating Rollovers, 
Image Maps and advanced 
slicing tools. 

If you're new to all of this, it 
can be incredibly easy to 
confuse ImageReady's layers 
with its animation frames. 

This isn't helped by the fact 
that it is also designed to 
import separate layers ina 


GIFs compress by removing 
horizontal redundancy so try not to 
introduce extra vertical detail or 
noise as horizontally-oriented bands of 
colour compress better. Also, avoid dithering 
as this breaks up those rows of colour. 


GIF files can be saved in two ways: 
41 consecutive (top to bottom) and 


interlaced (eighth row, fourth row, 


fi 


second...). Interlacing displays a low- 
resolution image quickly, which gradually 
comes into focus at the expense of additional 
file size. 


Ato 


(ATATA) 


Making small changes to your central RGB input levels can provide a basic Gamma emulation of how PCs will 


see work developed on Macs. 


Photoshop document as a 
multi-frame animation. 
One thing that you should 


remembers to place each 
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object in your animation on an 
individual layer so you can 
change that layer’s properties 


between animation frames. 


Using modified but familiar controls, basic frame-based animation 
techniques are possible using the icons towards the bottom of the 
Animation palette. 


2) PNG behaves ina similar way toa 
GIF in that it compresses horizontal 
patterns. But PNG's filters also find 
vertical patterns, therefore resulting in 


additional compression. 


A PNG's full alpha channel enables 
a3 up to 64k levels of transparency 
{ for each pixel, which makes it 

possible to create glows and drop shadows 


that layer over different coloured 
backgrounds perfectly. 


PNGs also prefilter for vertical 
patterns so solid colours generally 
work best. Avoid introducing detail 
or noise into PNG images. Also avoid 
dithering as this breaks up flat areas of 
colour making compression less efficient. 


PNGs compress dithered images 
better than GIFs. The dithered PNG 
image is much smaller than the 
dithered GIF, typically compressing 8-bit 
files 10-30 per cent better than GIFs. 


iv, Progressive JPEGs are typically a 
z ‘‘e couple of per cent smaller than 
i baseline JPEGs, but theirmain 


advantage is that they appear in stages, 
similar to interlaced GIFs. 


JPEG compression introduces 
47) noise into solid-colour areas, 
i which can distort and even blur any 
flat-colour graphics. This is why JPEGs are 
notespecially well suited to flat-colour 


sharp-edged art ortype. 


The ImageReady interface can be a baffling place if you're 
not used toit, or just an occasional user— we've compiled 
some essential tips to guide you round the main features... 


Drawing 


Rulers and guides 

Photoshop is equipped with rulers and guides and so. 
is ImageReady, and they're just as useful in this ~ 
program as they are in its bigger brother - especially if 
you're designing Image maps, rollover slices and 
complete Web pages. 


eate guides 
reate guides manually by first displaying the 


lar elements, create a grid 
on the View menu. 


selected but before 


you start drawing, check the Fixed Size.box to activate 
the fields. 


Web-safe colours 

Avoid browser dithering by sticking to Web-safe 
colours - look for the checkbox at the bottom left of 
the Color Picker window. A field at the bottom right 
tells you the hexadecimal number of any colour you 
choose, or if you know the number you want, type it 
straight into the field. 


Don't dither 


There's nothing nastier than a dithered GIF. 

When you're optimising GIFs, avoid using dithering 
if you possibly can. Graphics look a whole lot better 
with solid colours, evenif it’s at the expense of slight 
colourshifts. 


Colour palette reductions 
When you're optimising GIFs, you can select any 
inthe Color Table palette and use the buttons 
on the bottom of the palette to lock it if you want it > 
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left unaltered by colour palette reductions or Shift it to 
its nearest Web-safe equivalent. 


Monitors 

Don't get too hung up on super-precise colour that 
looks perfect on your monitor - everybody else has got 
their own monitor. Worse, some use PCs, some use 
Macs. You can preview the results on either platform 
via the Preview option on the View menu. 


Editing tools 

ImageReady has got some decent editing tools in its 
own right, but it isn’t a patch on Photoshop. Don't forget 
you can switch your document back to Photoshop at 
any time for fine-tuning. 


Updates 

Get Photoshop and ImageReady to automatically 
update their versions of images which are being 
worked on in the other application. 


Jump to 


Photoshop isn't the only application you can jump to. 
Take a look at the Jump To submenu on the File menu 


You can use /mageReady’s guides to line up graphic elements in 
your documents and to create slices automatically too. 


ImageReady 3 


Photoshop 6 boasts some big improvements over its predecessor, but with it comes 
ImageReady 3. What's this version got that version 2 hasn't? 


mageReady QuickStart: Program interface 


The ImageReady interface can be a bit 
of a weird place if you're not used to it, 
or just an occasional user. 

The tools and other palettes are 
obvious enough, but why does the main 
document window have four tabs and 
what's that combined Animation/Slice —_ optimised versions. 
Rollover window at the bottom? 

The main document window's four 


tabs are for changing the viewbetween Optimize palette. 


and if you've got an Adobe HTML editor installed on 
your system, you'll find it listed here. If not, it's easy 
enough to add your own editor to the menu. You can 
export graphics and HTML from ImageReady straight 
into a Web page editor - how easy do you want it to be? 


Front ends 


ImageReady outputs slices and Image maps as 
ready-formatted HTML tables. Do you need an HTML 


Layer effects are central to many of ImageReady’s 
sophisticated animation and rollover effects. 


the original document itself, an 
optimized version ready for export 

as a GIF or JPEG, a 2-Up view where 
both are displayed side-by-side, anda 
4-Up view where you can see the 


original plus three differently- 


The optimisation settings for 


each are chosen via a separate 


ImageReady offers just the same 
optimisation options as Photosho; 
Save for Web dialog, but just presents 
them differently as part of the 
image-editing process rather than the 
final step. 

The combined Animation/Slice/ 
Rollover palette is used for 
ImageReady's more advanced Web 


graphics options. 


editor at all? There's little to stop you designing 
highly polished interactive front ends completely 
within ImageReady. 


Layer effects 


You can apply any number of drop shadows, glows and 
other Layer effects to the layers in your documents. To 
standardise these, just add them to the Styles palette 
then simply drag and drop them on to any layer. 


Types of type 

When you create text in an ImageReady document, 
you can choose between Crisp, Smooth and Strong 
anti-aliasing viaa pop-up on the Type palette. You 
won't see much difference with larger type sizes, but 
once you get down to 10pt type and below it can make 
the difference between legibility and mush. 


Tile Maker filter 


ImageReady is designed specifically for designing 

interactive, animated Web graphics. But Web page 
backgrounds too? Yes indeed - you can use the Tile 
Maker filter on any bitmap image or selection. 


+ ImageReady 3 now includes Photoshop's 
Layer Management options. You can 
potentially create hundreds of layers and 
even organise them in sets. And you can 
Liquify images within ImageReady just as you 
can within Photoshop. 


+ ImageReady can now generate 
typographically-correct hanging punctuation, 
where quotation marks, for example, 

hang outside the main text body, leaving 

flush left and right margins for the 

characters themselves. 


You can now warp text, animate it and even 
use the animation as a rollover. It's also 
possible to share colour palettes among 
rollover states which avoids the possibility of 
unwanted colour shifts. 


+ Slice-handling is much more sophisticated 
in ImageReady 3. For a start, you can group 
image slices into sets and apply specific 
‘optimisation settings across the set. 

You can also create slices from layers. 
These layer-based slices are dynamic - 

if you change the layer content and its 


dimensions by adding an outer glow, say, the 
slice updates automatically. 


+ Rollovers are now easier to manage, 
thanks to rollover styles that can be applied 
to multiple objects. This can offer much 
greater consistency and speed. You can 
also preview rollovers directly within 
ImageReady rather than having to export 
them to a browser. 


~The simple vector shape layers in 
ImageReady 2have been improved, so that 


you now have the ability to handle 
vector shapes created in Photoshop 6. 
ImageReady 3 doesn't have any 


node-editing tools, but it does have the 
facility to scale, rotate and resize these 
vector shapes. 


* The layers-based Image map tools in 
ImageReady 2have been expanded to 
include more traditional tools for drawing 
rectangles, ellipses or polygons directly on 
image layers. You'll find these shapes ona 
new flyout in the toolbar. 
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Rollover effects are straightforward once you grasp the idea 
that you can change individual layer properties for each state - 
like the glow around this button, for example. 


Optimising 

Transparency 

The JPEG format doesnt support transparency, and 
transparent GIFs produce jagged outlines against 
Web page backgrounds because they don't support 
partial transparency and hence won't display smoothly 
anti-aliased outlines. One solution is the PNG format, 
but this isn't supported by all browsers, or all Web 
page editors. Another is simply to match the 
background in your ImageReady document with the 
background of the destination Web page. 


Optimise palette 

Alternatively, if you're producing a GIF which you want 
to have a smooth, anti-aliased outline, you can extend 
the Optimise palette (Show Options onits pop-up 
menu) and choose a Matte colour which matches your 
Web page's background. Check the Transparency box 
to leave fully-transparent pixels un-matted. 


Matting option 


The Matting option only works when you're working on 
an image with transparent pixels - as with objects ona 
new layer. 


Droplets 


It can take a few moments to enter a set of optimisation 
settings, which is a real nuisance if you have to apply 


ee 
Le brep Shadow, 


Layer effects can be saved and re-used via the Layer Styles 
palette. You can expand any layer in the Layers palette to 
display and edit the Layer effects applied. 


| 


ImageReady QuickStart: Animation 


It's easy to confuse ImageReady's 
layers with its animation frames. This 
isn't helped by the fact that it's 
designed to be able to import separate 
layers in a Photoshop document as a 
multi-frame animation. 

Infact, ImageReady’s layers and 
animation frames work alongside each 
other. Place each object in your 
animation on an individual layer. Then 
you can change that layer's Properties 


between animation frames. These 


Properties include the layer’s Visibility, 


Opacity, Position mode and any 


for example, you can move a layer 
between animation frames so that the 
object on that layer appears to move. 
This is made even easier by 
ImageReady’s tweening tools which 
create as many intermediate frames as 
you require to produce the appearance 
of smooth motion, 

This system gives you an enormous 
amount of flexibility. You can, for 
example, fade in text by creating one 
frame where the text layer has zero 
Opacity, another frame where it has 100 
per cent Opacity, then tweening the 
frames in-between. 


With Layer effects, you can create, 
control and manipulate drop shadows, 
colours, bevels and more. And because 
‘each object is on its own frame, you 
can choreograph several animation 
effects simultaneously. 

You can play back animations using 
the Animation palette's VCR-style 
controls or, for a more realistic 
representation of the final effect, 
preview it in abrowser. 

At any time, you can switch back to 
Photoshop to edit an animation frame 
or object, applying tools and effects 
that aren't avaliable in /mageReady. 


Layer effects, 


the same settings to many images. Instead, you can 
save these settings as a Droplet via the Optimisation 
palette which is then saved as a file. To optimise more 
images, simply drag them on to the droplet. 


Master palettes 


If you want to use the same colour palette fora 
whole group of images, create and save a Master 
Palette from a group of images. You can then load 
and use this Master Palette when optimising 
subsequent images. 


Side effects 

Excessive JPEG compression may produce 
uncannily compact JPEG files, but it also introduces 
objectionable JPEG artifacts, notably ghosting 
effects around high-contrast outlines. If you can't 
afford to reduce the JPEG compression ratio, try 
tweaking the Blur value in the Optimise palette to 
disguise these effects. 


Using resaved JPEGs 
Don't keep re-saving JPEGs. JPEG is a lossy format, 
and produces compression artifacts at all but the 


Rollover states can include the properties of other slices, not 
just the current one. In this case, rolling over this navigation 
button makes the text alongside visible, a secondary rollover. 


lowest levels of compression. Keep resaving 
them and these artifacts multiply. Always work 
from originals or uncompressed file formats 
where possible. 


Lossy format 

It may be possible to squeeze down file sizes that little 
bit further using /mageReady’s lossy GIF format. It 
depends on the type of image and the quality loss that 
can be tolerated - try it and see. 


Interlacing 


You can produce progressive JPEGs which appear 
quickly in low-res form in users’ browsers and 
gradually sharpen as they download. The equivalent for 
GIF files is interlacing. In both cases, you choose this 
option in the Optimize palette. 


Optimising 

If your Web space is limited, you'll probably be at least 
as interested in optimising graphics down to a fixed 
file size than specific quality settings. You'll find the 
Optimize to File Size option on the Optimize palette’s 
pop-up menu. > 


ImageReady animations can include multiple objects, each on 
their own layer. You adjust layer Properties, like Position and 
Opacity, between frames. 
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ImageReady QuickStart: Slicing 


ImageReady lets you slice your 
images in two ways. First, you can 
manually draw out a rectangular 
marquee using the Slice tool. Second, 
you can drag guides onto your 
document and get /mageReady to 
create slices automatically. 
ImageReady produces two types of 
slice: the user-stice and the auto-slice. 
When you use the Slice tool, you create 
auser-slice. The rest of the document 


is sliced up automatically by 
ImageReady, producing auto-slices 
Stices can be moved or resized at will 
Modify the optimisation properties of 
user-slices using the Optimize palette. 
just as you'd optimise a whole image. 
Auto-slices share the same 
optimisation properties: change one 
and you change them all. You ci 
promote auto-stices into user-slices, 
and you can link user-slices so that 


they share the same optimisation 
properties. imageReady’s integration of 
editing, sticing and optimisation makes 
it a near-seamless Web design tool. 
‘Stices aren't just a way of chopping 
images for efficient downloading and 
optimisation. You can link individual 
slices to URLs to create a crude kind of 
rectinlear Image map. You can also use 
slices to produce sophisticated rollover 


effects and user-interaction. 


You can check optimised images against your original by 
clicking the 2-Up tab at the top of the document window, or 
check three differently-optimised version at once in 4-Up view. 


Regeneration 

If you're working in 2-Up or 4-Up mode, you may 

not want to wait for ImageReady to redraw the 
optimised version each time you make a change to the 
original. Instead, open the Optimize palette's pop-up 
menu and deselect the Auto Regenerate option - you 
can manually Regenerate optimised versions via the 


same pop-up. 


Image maps 


Hotspots 
If you're not used to using /mageReady to produce 


ImageReady's image maps are layer-based. You place a hot 
object on its own layer, choosing a hotspot shape and URL 
using the Layer Options palette. 


Image maps, don't go looking for any drawing tools for 
creating them in ImageReady 2 because you won't find 
them. Instead, create hotspots by placing each hot 
object on its own layer then assigning a URL to that 
layer via the Layer Options palette. 


Polygonal hotspots 

Circular or rectangular hotspot shapes create the 
smallest circular or rectangular hotspot that 
completely encloses the object on the layer. Polygonal 
hotspots attempt to follow the shape's outline as 
accurately as possible. 


Overlapping 


If you overlap two hotspots (what are you thinking 
of?), the top one takes precedence in the exported 
HTML file. 


Animation 
Cropping 


When cropping an image, you can choose whether to 
delete the cropped area outside the marquee or simply 
hide it. If you hide it, you can use that area for elements 
which move on and off the screen during animation. 


Previews 


The best way to preview your animations is within a 


‘Select Web-safe colours via the checkbox in the Color Picker 
window. The hexadecimal value of your colour is displayed in 
the field bottom right. You can also type in a value directly. 
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Just as you can switch from Photoshop to ImageReady to 
optimise your images, so you can switch back to Photoshop for 
tools /mageReady doesn't provide. 


browser, since playing them back within ImageReady 
won't always give representative results, notably in 
terms of frame duration. 


Refresh 

If you're previewing a non-looping animation in your 
browser, it only plays back once. To see it again, just hit 
the browser's Refresh button. 


Disposal methods 

Frame disposal refers to the way ImageReady deals 
with the old frame as it displays the new one. It can 
discard the old frame completely, or let it show through 
the transparent areas of the one which replaces it. By 
default, ImageReady chooses the most appropriate 
frame disposal method automatically, but you can set 
the disposal method yourself for special effects. 


Saving as GIFs 


ImageReady works with layered objects when creating 
animations. Dor't save your work files as animated 
GIFs because this flattens the frames! Save them as 
Photoshop documents if you want to be able to edit 
them later. 


QuickTime movies 


ImageReady doesn't just stop at animated GIFs. You 
can also export your animations as QuickTime movies. 


| RE PP A A I 


Rollover generation in ImageReady 3offers more speed and 
automation, thanks to new, dynamic layer-based slicing and 
re-usable rollover styles. 


With /mageReady 3, type control is extended to include the text 
warping options you find in Photoshop 6. You can build this text 


warping into successive frames in an animation. 


Make Frames 

If you like, you can create your animation frames as 
individual layers within Photoshop. Then you can 
open that Photoshop document within /mageReady, 
using the Make Frames From Layers option in the 
Animation palette menu. 


Single animations 

Or, if you've got a folder full of individual images, 

each one representing a frame of your animation, 
you can import them as a single animation via the 
File menu. 


Slices 


Slice tool 


You can create slices manually by dragging out 

a marquee with the Slice tool, but you can also 
create slices automatically using guides. It's a 

quick method and it’s ideal for planned, structured 
Web page layouts, especially with rows or columns of 
rollover buttons. 


While ImageReady 2's basic image-editing tools were just that 
— basic - ImageReady 3 packs a lot more punch. Among the 
tools it shares with Photoshop 6 are the Liquify command, 
which lets you distort your images with a great deal of subtlety. 


File sizes 


When youre optimising a sliced image, the 
optimised image window displays the file size 

of the currently selected slice - hit Ctr-/Command-A 
to select all the slices and thus find out the total 

file size. 


No images 
You can choose to create slices containing no image, 


but these are only previewed properly in your browser 
(not in the Optimized window). 


Background colour 


You can apply background colours to yourslices. If 
these have been set up with no image, they reproduce 
asa solid colour. If they contain images with 
transparent areas, the background colour shows 
through the transparent pixels. 


ImageReady QuickStart: Rollovers 


The basic principle behind rollovers is 
that as the user moves the mouse over 
a button and/or clicks it, the button 
changes appearance to add visual 
feedback to the action, 

Usually, to create a rollover you 


have to supply two of more image files, 


one corresponding to each button state, 


then combine and export them using 
the necessary JavaScript code to make 
the whole thing work 

ImageReady lets you prepare 
each button state directly within 
the image document, avoiding the 
need to fiddle with external files and 
exact positioning. 

Rollover states, like animation 


frames, work alongside ImageReady 


layer Properties - specifically, 


Visibility, Opacity, Position and 
Layer style. 

For rollovers, you'll usually be 
changing the Layer style only, So, for 
example, in a button's Normal state 
you might use a plain circular 
object, maybe with a bevel, while 
in the Over state, you could give itan 
outer glow. 

To edit these states, you use the 
Rollover palette. Initially, your 
document or slice will have only one 
state, which is Normal. When you add a 
state, you can choose the type viaa 
pop-up at the top of the new state 
window — by default, the first extra 
state is Over. 

With this state selected in the 


palette, you can add an outer glow to 


your button in the normal way using the 
Layers palette. Note that the 

Normal state remains unchanged, 

and that if you click it to make it active, 
the main document window reverts to 
this state. 

Once you grasp the principle of 
rollover creation in ImageReady, you'll 
see just how intuitive, fast and effective 
it really is. Just one thing: always check 
that you're working on the correct 
rollover state when you're making 
changes to the image. 

As with sliced images, images 
with rollovers are exported as an 
HTML table linked to all the necessary 
image slice files. You can open this 
HTML file in your Web page editor for 
further editing 
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ImageReady 2's method of creating Image maps is a nuisance if 
you haven't got time to split your image up into object layers. 
ImageReady 3fixes this by adding conventional hotspot tools 
which can be used on single image layers. 


Rollovers 
Levels of interaction 


You can build surprising levels of interaction into 

your Web pages with nothing more than secondary 
rollover effects. For example, you can create a 

rollover button in one slice, setting up an Over state 
where the button changes appearance anda text string 
or another graphic, say, is made visible ina 
neighbouring slice. 


Rollovers 


You can create a rollover which displays an 
animation, either animating the button which the 
mouse pointer is over, or making visible an animation 
inanotherstice. 


GIFs 


Any image slice which contains an animation has to be 
optimised as a GIF. 


Match Layer 


You'll quite often want to make changes to some 
layers after you've already set up complex multi-state 
rollover effects. To make sure the changes you 

make are visible in all these states, select the 

layer in the Layers palette, then choose Match 

Layer Across States from the Rollover palette's 
pop-up menu. 
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ImageReady’s Tile Maker filter can turn bitmap images into 
tiled Web page backgrounds. 
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Cuapter 6 a ADVANCED PHOTOSHOP 


Advanced 
Photoshop 


We examine the hybrid technique of 
scanography, authentic 3D textures, the 
science of colour and the craft of typography, 
as well as PDFs in PhotoShop 


198 — Scanography 

202 — 3D imaging 

203 — Using the Noise filter 
208 — Colour management 
214 — Typography 

220 — PDFs 


Scanography ~ 


Discover the new Photoshop technique behind the image you 


see opposite. “/t is taking photography and illustration into 
another phase,” says creator David Newton 


onvenience, not necessity, 
ql was the mother of 

scanography. “It started out 
\ when | was playing around 
with my scanner,” recalls David Newton 
with a chuckle. “If | was working on an 
illustration which needed a hand 
holding an object, | would scan my own 
hand. Then it got to the stage, where | 
would think, ‘That looks quite good. | 
don't even have to modify it.’ So | would 
leave the scan of my hand in the 
finished illustration.” 

This led to the self-confessed 
magpie technique of attempting to scan 
all manner of objects. “I used to smoke 
back then and I can remember turning 
my ashtray upside down on the scanner. 
It was horrible,” he says. 

Other ventures included flowers, 
fruit and, most bizarrely, a small 
octopus. “I think I've still got the copy of 
the magazine with the octopus on — 
that was the image that launched 
scanography,” says Newton, jumping up 
and rummaging through a pile of 
magazines. And there it is: the tentacles 
of the octopus curled around the back 
cover of Computer Arts issue 8. It's 
probably not yet a collector's item but it 
might be one day. “It doesn't look that 


good now,” sniffs Newton. 
“Scanography has come a long 
way since 1998.” 


Varying styles 

As a professional illustrator for 
magazines like Guardian Weekend, 
IKEA, and the Independent on Sunday, 
Newton admits he gets bored easily. “I 
have various distinct styles,” he says. 
“There's the traditional illustration stuff, 
the more staid corporate work, and my 
maps for the FT magazine. Scanography 
was fun because it was new, so | 
experimented with it.” The technique, 
which he named by combining 
scanning and photography, is not 
conceptually complex. All Newton 
does is place objects directly onto his 
scanner and scan them in, either 
with a piece of 


white paper behind them to bounce the 
light around and give a background, or 
using the transparency adaptor to 
provide backlighting for thin or 
translucent objects. 

“Obviously, a scanner has a shallow 
focal depth, so if objects aren't flat they 
quickly go out of focus,” Newton 
demonstrates, putting his watch onto 
the scanner under a piece of white 
paper. Once scanned and in Photoshop, 
he cuts around the object to create a 
strong, smooth outline and copies it 
onto a white background, usually 
adding a shadow to stop it looking flat. 
“| always like to put a shadow in,” he 
states. “It tricks the eye into thinking 
that the light source is above the 
object, as in photography. The 
stumbling block with scanning is that 

the light is always shining straight 
onto things, which 
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can be harsh.” He also fiddles with the 
colour balance and contrast levels to 
remove the greyness inherent in 
scanning. In principle, that's about it. 

It doesn't require heavy-duty 
hardware either. “I use a bog-standard 
G3, which is three years old, and 
Photoshop 5," he reveals.” Not even my 
scanner [a Heidelberg Linoscan 1450] 
is top of the range. The stuff I do, | 
consider low-tech and simple. People 
often say to me, ‘I’m not getting results 
like you, because you must have an 
expensive set-up’. | feel strongly about 
that. It’s the idea, not the system that is 
important. Some of my best work was. 
done with an entry-level scanner.” 

The evolution of 
scanography has been 
shaped by the 
magazines in which 

it's beenused. “I 

was cheeky at 

first,” he 

says. “I would 
show my 
experiments to art 
editors | knew well and 
say something like, ‘I think 
this would look good in the 
food section’. | was worried that 
because the technique seemed 
strange, people wouldn't know what to 
do with it.” The result has been a stint 
creating the imagery for the cookery 
pages of the FT magazine, as well as an 
18-month slot illustrating the food 
pages for House & Garden, which was 
how scanography developed its clean 
aesthetic. 

“Personally, that’s the style I like, but 
when you're working for the food 
section, the food needs to look 
appetising,” he says. This is where the 
finger-work arises. “When you scan 
food at 1200 dpi, it can look disgusting,” 
says Newton. “You don't see all the 
blemishes and marks with the naked 
eye, but in Photoshop you can zoom in. | 
spend a lot of time with 
the Clone tool, 


From art college student to Photoshop enthusiast... 


David Newton studied Illustration at the 
Harrow College of Art, but didn't use 
computers during his time there. It was only 
two years later that he took a course 
because he was fed up of graphic artists 
butchering his illustrations. “I hadn't even 
heard of Photoshop then," he recalls. The 


making everything perfect.” 

Handling this level of detail does 
have its plus points as well, though. One 
of Newton's favourite images for House 
& Garden was ascan of the centre of a 
slice of kiwi fruit. Blown up and 
bleeding off an A4 page, it seems 
simultaneously mysterious and 
mundane. “It’s amazing when you can 
see all the little bubbles of juice oozing 
out of it. The scan was so good, I didn't 
do any digital trickery,” he enthuses. 
“And the great thing, in terms of the 
magazine, was that five hours after 
giving me the commission, the finished 
artwork had been emailed back.” 

This must be galling for professional 
food photographers who require time, 
studios, lights, film and expensive 
processing to get results that are often 
trumped by Newton's simple digital 
approach. “It is funny,” he says. “Last 
year | went into the Photographers 
Contact book for the first time and my 
agent got hundreds of calls from people 
interested in my work. But when he 
explained actually what | did, they 
didn't want to hear it. They liked the 
work but the technique scared them.” 


Glenfiddich prize 


The photographic community may soon 
have a rude awakening, as Newton has 
been entered for the prestigious 
Glenfiddich prize for food photography. 
Interestingly, magazines do credit his 
work differently. In the FT, Newton was 
credited for his photography while in 
House & Garden, his work goes under 
the label digital imagery. 


ec eee 


experience proved to be an epiphany. “| 
think I'm quoted in an old issue of Computer 
Artsas saying ‘Photoshop is the greatest 
"he 
grimaces. The love affair continues, though. 


illustration tool since the felt tiy 


“It's a brilliant tool,” he says. “It's amazing 


what you can do playing around with it.” 


“I've always tried to ensure that my 
images in House & Garden contained 
anelement that couldn't be duplicated 
in traditional food photography,” 
reveals Newton. And as the scope of 
his commissions has widened, this 
hyper-real look has developed. 
Newton's monthly work now includes 
the wine page of House & Garden and 
the horoscope for Harpers & Queen. 
Both have proved to be opportunities to 
merge scanography with Newton's 
background in traditional illustration. 
For example, last month's Aries 
juxtaposed a woman's suede shoe, a 
ram’s horn and a piece of fur, while this 
month's Taurus could involve a tin of 
Colman's mustard powder. “I'd like to 
move into fashion and make-up. | can 
picture a spread of lipsticks, so I'm 
being a bit sneaky with the objects I'm 
using for the horoscopes, and trying to 
experiment some more,” he says. 

But perhaps the strangest aspect is 
that no one else seems to be doing this 
kind of work. “Scanography is taking 
photography and illustration into 
another phase,” says Newton. “I can't 
believe I'm the first person to do this.” 
Any last words of advice? “Playing 
around is really important. I've only 
done scanography because I’ve had fun 
with it,” he says. “Push it, don't obey any 
rules, have fun, don't do what people 
tell you to do or you will end up using a 
scanner for paper.” He laughs. People, 
prepare to scan... 


Strawberry fields 


As well as food, David Newton has done a lot of work scanning flowers. He's still selling work from an exhibition of flowers two years ago. “No one wants to buy images of food,” he says, although a collector in 
Switzerland did recently requested an image of cranberries. “Flowers are far more arty.” 


Create an image like the one on our cover, which was created by David Newton... 


The original strawberry scan, exactly 
how it came out of the scanner. 


Q The next stage is the most laborious 
one in Scanography for David, 
because he usually wants to give an almost 
hyper-real impression of perfection on the 
surface of the object. It entails using the 
Clone tool on a small brush setting, 
zooming in really close to the picture, and 
bit by bit getting rid of all the slight 
blemishes and imperfections. All the seeds 
are nice and yellow, which is done by 
copying yellow ones and positioning them 
cover non-yellow ones. You can see that 
the colour saturation of the fruit has been 
increased and a drop shadow added. To do 
this, copy the Strawberry layer, fill it with 
black, blur it and reduce the opacity. 


Import the strawberry scan into 
Photoshop and position it upright on 
the page. 


a 


The leaves are taken from another 

scan, as they came out better on that 
‘one. A rectangular section was cut from 
the leaves picture and dragged it onto the 
strawberry image, positioning it where it 
looked most naturalistic. 


Use the Pen tool to create a path all 
around the edge of the fruit and 
delete the background. This not only gets 

rid of the grey background in favour of a 
crisp white one, but it also helps create a 
vital optical illusion 

It makes the strawberry appear as if it 
is sharply in focus all the way around, 
whereas its edges had gone out of focus, 
due to the scanner's shallow depth of field. 


| 6) Like the strawberry before it, the 
leaves have their background cut 
away. They are rotated, have their colour 
enhanced (via the Hue/Saturation and 
Selective Colour commands), and they 
have all imperfections airbrushed out 

A shadow has been added beneath 
them to give a more realistic impression of 
them sitting on the fruit. 


Creating 


3D textures 


We show you how to create 3D texture maps 
and objects with the help of Photoshop... 


hotoshop is a crucial tool for 
any 3D artist, not only for 
f y compositing 3D images and 

" final colour adjustments on 
renders, but also for creating texture 
maps for 3D objects. While you can 
paint textures by hand in Photoshop, 
which is arguably the best way to create 
high-quality textures, it has numerous 
tools on offer that can be employed to 
speed up the whole process. 

The best part about creating 3D 
textures yourself is the challenge of 
finding the tools in Photoshop that are 
best suited to the job. Combinations of 
filters, masks, selections, hand painting 
and Adjustment Layers can be found that 


enable you to recreate exactly the right 
look that you're after. You can be sure 


that whatever the texture, Photoshop will 
be able to create it. If you are lacking 
inspiration, we've provided this tutorial 
with plenty of example textures that will 
show you how to use Photoshop to the 
fullest when creating 3D texture maps. 
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Part 1: Noise 


Using Noise is a great way to make textures and surfaces appear less computer generated... 


The Noise filter 


Noise does not use the 
foreground or background 
colours. Tocreate noise of a 
specific colour, either apply itto 
a layer containing that colourand 
Use a suitable Blending mode, or 
run Hue/Saturation with the 
Colorize option. 


Choose a greyscale document for a plain noise 


Noise is one of the best tools you have for map (no use wasting memory on an RGB file 


creating textures. But don't forget that noise that only has a greyscale image in it) and then run 
on its own is a useful texture in itself. Use it in the the Noise filter. For simple noise choose either 
Diffuse channel to add subtle organic variation to a Gaussian or Uniform and turn the Amount up full. -- 
material's surface. You can get away with using a This gives a simple noise map that you can tile easily As a variation, set the amount low (around 30 
moderate image size - 512x512 pixels is fine forall without apparent seams. Use as a low level in the per cent) and set to Gaussian for a slightly 
but the most extreme close up. desired material channel for a subtle effect. clumpier noise, or Uniform for a smoother look. 


Part 2: Fractals 
Making use of Photoshop's built-in fractal Noise filter: Clouds... 


Difference Clouds 


Difference Clouds can be used 
to make a great rough floor 
texture, like mud or earth, 


Photoshop's Clouds filter is an excellent way to 


create non-specific 3D textures. Like the Noise By Difference Clouds are used to create a more 
filter it can be used in the Diffuse channel to mottle intense fractal pattern. Apply Clouds (press Mixing both Noise and Clouds provides you 
a surface in an organic way. Clouds is a special filter D to reset default colours) then Difference Clouds with further possibilities. This simple dirt map 
because it will tile seamlessly if the image size is a over the top. Repeat Difference Clouds was created by applying Noise then the Difference 
multiple of 128 pixels, so 256, 512, 1024 etc. (Command/Ctri+F) to create more intricate fractals. Clouds. Any of these types of maps can be used 
square images will tile fine. Here is the result of 15 or so applications. whenever you need to dirty-up a material channel. 


Part 3: Granite 


Make a simple and authentic granite texture in a few easy steps... 


Main colour 
texture map 


Dorit forget that for most good 
textures, you will need more than 
just the colour map. Bump, 
‘Specular, Reflection maps etc. 
‘can.usually be derived from 

the main colourtexture map 
within Photoshop. 
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A simple white granite-type material can be . 

created using Noise as a starting point. Create In anew layer, render some clouds and apply Fy To finish off, create a new layer filled with 
a new document (512 pixels square) and add some Difference Clouds a few times. Then, set this BD black. Apply Noise to the layer and set it to 
Gaussian Noise, about 35 per cent. Now choose layer to Multiply mode and reduce the opacity to Screen mode. Apply Levels to the layer to create a 
Filters>Pixellate>Pointelize. This will create a spotty _get just a small amount of variation in the fine dusting of bright white spots, like bright quartz, 


pattern from the noise. background white colour. by compressing the white and black sliders. > 


Part 4: Grass 


Texture your 3D landscape or architectural environment with a custom-made grass surface 


Green, green grass 


Ifyou want cleaner grass just 
omit step 5. Try stripes using a 
Levels Adjustment layer and a 
striped mask. 


Grass is a simple texture to create, depending 

on how accurate and expansive you want it 
Begin with a fairly large document since the grass 
will usually be covering a large amount of floor area. 
Set the foreground and background to a dark and 
pale green to your taste, then render some clouds. 


Create a new layer and fill with the dark green. 
Now apply some monochrome Gaussian 
Noise (about 30 per cent or so). Set the mode to 
Multiply then double-click the layer to access the 
Layer Style dialog. Drag the upper white Blend If 
slider (referred to hereafter as Upper Layer Blending 
slider) to expose the layer beneath. Option-drag it 


To vary the look of this image further, add 
another layer but fill it with the light green. 
Again, apply Noise to the layer, but set the layer 
mode to Overlay. Open Layer Styles and drag the 
black Upper Layer Blending slider to bring the 


to feather the effect. darker portions of the underlying layers through. 


B Save out the map and apply it to your floor 
object, or hills and so on. If the texture has to 
extend over a large area, you can help to reduce 
patterning by creating three or more variations, and 
then overlay them at different scales and angles 
on the 3D object. This is not the type of grass that 
will bear close examination, but it is good for the 
middle distance. 


Double-click the Background layer. You'll see a 

dialog asking if you wish to turn the 
background into a new layer. Click OK. This is 
because we need to put a layer below the 
background — we could have simply created the 
clouds on a new layer to begin with: 


Create a new layer and drag it below the 

Clouds layer, choose a mid-brown and fill this 
layer with it. We want this colour to show through 
in patches. To do this, simply add a Layer Mask to 
the Clouds layer and render clouds in it. Use levels 
to adjust the degree of brown that shows through 


Part 5: Rivetted plate 


Metal plates are simple to create using a texture rather than modelling them... 


BB) 1ocreztea simple rvetted metal plate, begin 
by creating your document at 256x256 pixels. 

Enter Photoshop Preferences (Command/Ctrl+k) 

and go to the Guides and Grid options. Set Gridline 

to every 64 pixels and Subdivisions to 4. Click OK 

and activate Grid and Grid Snapping. 


Create a new brush and set it to the size you 
want your rivets (preferably a multiple of four) 
Set hardness to 100 per cent and spacing to 400 
per cent. Set foreground colour to White then 
Shift-drag at the first whole corner grid point and 
paint a row of rivets. Continue around the plate. 


FY Select all, then choose Select>Transform 

selection and Option/Shift-drag a corner to 
shrink the selection. Next, Invert it (Command/Ctrl+ 
Shift+!), feather it, and then use Levels to darken 
the edges slightly. 


Part 6: Human skin 


One of the more difficult textures to master is human skin. A decent skin texture map, 
like the one below, can be created in Photoshop without too much hassle... 


Bump and 
Specular effects 


For really realistic skin paint your 


face black (ora gullible 


colleague's), press it ona piece of 


paperthen scan it. No really, it 
works great forcreating Bump 
and Specular textures, 


BD Begin by filling the background with a base 

colour for your desired skin tone, here it’s a 
creamy pink colour. Note that the image is quite 
large at 1024x1024 pixels. 


By To add some base variation to the skin, choose 
two darker/redder fore and background 
colours and render clouds in a new layer. Clouds 
uses the fore and background colours in its 
calculation. This is applied in Hardlight mode to 
provide the mottling. 


We only need the luminance values, so the 

layer is set to Luminance mode and its opacity 
is reduced to about 10 per cent. Note that using the 
current (pinky/red) foreground colour as the base 
for Noise is not essential for the effect. This is 
because the colour information is ignored. 


Part 7: Wood 


Many varieties of wood can be created in Photoshop. Here's a good base texture for wood grain... 


There are so many different types of wood 
that there’s no one right way to create it. 
Here's a simple procedure that you can use to build 

up a non-specific, wood-like texture, though. Fill 
the background with a mid-brown colour, then 
choose a darker brown and draw some closely 
spaced, random horizontal lines in a new layer (hold 
shift to constrain). This image is 2024x512 pixels. 


To go further with the effect we can duplicate 
the Noise/Cell layer, desaturate it 
(Command/Ctrl+Shift+U), then run the Find Edges 
filter (Filters>Stylize). This traces the edges around 
the cells in black. Blur this layer a bit and apply in 
Overlay mode at about 10 per cent. It's shown here 
magnified and at 20 per cent so you can see it much 
better — it's very subtle but worth it. 


B Duplicate the layer and shift it vertically to 
create more lines — some closely spaced, some 
not so. Make another duplicate and hide it. Link the 
other two (or three if you want more stripes) and 
merge them. Blur the merged layer quite a bit, then 
apply Levels to reduce the contrast between them 
and the background. 


In a new layer filled with the foreground 
colour, apply Noise with a large value. Run the 
Blur More filter to soften it, then use Pixellate> 
Crystalize, set with a small size. This creates a 
skin-like cellular pattem. It's not accurate, but good 
enough for simple skin. 


fy Finally, add some blemishes and freckles. 
Create a new layer, fill with white. Apply a lot 
of Noise and then blur it. Use Levels to squash the 
Noise so that only a few spots remain. Run the Blur 
Levels procedure again to get rounder, sparser 
spots. Colourise the layer using Hue/Saturation. 


Create a new layer and fill it with white. 

Duplicate the hidden lines layer, make it visible 
and move it above the white layer. Link and merge 
them, set the blending mode to Multiply. Now you 
can blur the layer and apply Levels to create thinner 
darker stripes that run along the blurred ones. At 
this point, it looks similar to pencil cedar. > 
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To the layer of blurred stripes, apply the 


Distort>Ocean Ripples filter and set to 3 and 3 


(Size and Magnitude). This disrupts the stripes 
giving them more of a woody grain. At this point 
you have a wood-like texture that can be used to 


create a variety of different straight-grained woods 


Apply a Brightness/Contrast Adjustment Layer to 


vary the appearance from a pale, cedar or pine to a 


deep mahogany or rosewood. 


You can create a much more wavy grain by 

Merging the Bitmap layers and duplicating 
them, and then applying the Distort>Wave filter. 
Use Sine mode and a low Scale value with a high 
number of generators 


6 If you wish to create some planks of wood just 
draw some black lines on the texture by 
blurring them slightly. A Bump map can be created 
by duplicating a suitable channel and applying levels 
or Brightness/Contrast to it. 


Part 8: Space ship hull 


The classic space ship hull texture makes it easy to create Photoshop's filters and Layer Styles... 


Hull-type textures 


There are an infinite variety of 
hull-type textures possible, but 
key to all of them is creating a 
Specular map based on the 
Colour/Diffuse map. 


Like all good textures, we begin by applying 
some Noise to the background layer, the 
image is 1024x1024 pixels greyscale. Run the Blur 
More filter then the Pixelate>Mosaic filter. Set the 
Cell Size to 32 pixels. Apply in Difference mode. 


Click OK to load this as a selection. In a new 

layer fill with a light grey. Apply a Drop 
Shadow Layer Style to the layer, and set the 
Distance to zero. Adjust Spread and Size to create 
some dirt or grunge around the details. Increase 
Noise in the Quality section if you wish. 


Apply Auto levels (Image>Adjust menu), 


duplicate the layer and run Mosaic again — this 


time set it to 64 pixels. Apply in Overlay mode. 
Repeat this procedure, but this time set Mosaic to 
128 pixels. Alternatively, if you want to create a 


more random effect choose a different number such 


as 112, then apply in Exclusion mode. 


Repeat this operation with another Colour 

Range selection. This time we can apply a 
more complex Layer Style. Activate drop shadow, 
Inner Shadow and Outer Glow. Outer Glow is set to 
create a thin outline around the layer’s shapes. Use 
100 per cent Spread, and 1 pixel size. For Inner 
Shadow set Choke to 100 per cent and adjust 
Distance and Size to your taste. 


This is your base texture. To create the details 
you could draw them by hand, which produces 
the best result, but it does take some time. A quick 
way is to use Colour Range. Click on a colour in the 
image with the eye dropper and Fuzzyness set to 0. 
Click until you find a good distribution of samples. 


Finally, you can add some oil streaks. Create a 
new layer filled with black, then load the detail 
layers as selections (Command/Ctrl+Shift-click them 
to add selections) and fill with white. Run the 
Stylize>Wind filter (in Wind mode) a few times. 
Invert the layer, then mask out the blocks by using 
the detail layer's selections as a Layer mask. Flatten 
the layers and rotate 90 degrees counter clockwise. 


Part 9: Weave 


Make a tileable weave texture that can be used as a Bump map for clothing... 


Cloth is typically difficult to simulate both 


B) Filltthe background so you can see the guides 
dynamically and texturally. Here's a quick (Command/Ctrl+Option+’ (apostrophe) to 
weave texture that can be used to help create cloth, show guides). Marquee-select the two edge Now add a new layer and marquee the centre 
especially up close. Create a new greyscale file columns (Shift to add selections) and, with the two columns and create another gradient in 
which is 128x128 pixels. In Grid preferences set Gradient tool set to Reflected mode, Shift-drag from 
Guideline to 64 pixels and Subdivisions to 4. 


the centre line upwards to create the first thread. 


the same way, but before you do type ‘x’ to flip the 
foreground and background colours. 


Next we need to create the threads that 
weave in between a new layer. Marquee the 


Finally, fill the background with black, then 
This is the trickiest one to select, or at least to load all the other layers as a selection and add 

centre two rows horizontally up to the edge describe how to select it. It's the upper and a Levels Adjustment Layer. Pull up the black Output 

gradients, not over them. Create a reflected lower horizontal rows that pass over the vertical slider to change the black in the gradient to a dark 

gradient like so, making sure you drag from the edge gradients, but under the centre one. Create grey. You can optionally flatten and blur the image 

centre-right to the edge of the document. the gradient as before. slightly too. 

hid 
. 

Part 10: Cow hide 


Where would you be without the classic cow hide texture. In fact, this quick procedure can be used to 
create anything from planet surfaces to animal hides... 


By The edges will probably be too ragged, so As an additional step you can apply a filter, 
Creating a cow hide is simple. First, you need a apply some Gaussian blur to soften them and such as Sketch>Conté Crayon, to add some 
new document that is 1024x1024 pixels, then take out the randomly rough edges. Apply Levels extra edge detail. The basic procedure can be 
render clouds in it. Apply an Threshold Adjustment then sharpen them back up. To do this, drag the adapted to recreate other patchy animal hides. 
Layer and drag the slider to your taste. black and white Input sliders inward Planet surfaces can also be created in this way. 
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Ilustration: Magic Torch [t] 01273 202147 [w] www.magictorch.com 
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Understanding 
colour management 


Managing colour is an area often given scant atte 


tion, even in some 


very professional organisations. We examine why it's worth getting to 
grips with the subject for consistent results 


ue mainly to the fundamental 
differences in RGB and 
CMYK, and also varying 
technology employment, 
every colour device you use will have a 
different colour range or gamut that it 
can display (monitors), see or analyse 
(scanners and digital cameras), or output 
(printers and presses). 


WD 


Awell-set-up system of colour 
management goes a long way towards 
automating the process of matching 
original scanned images to printed 
output, and should also offer more 
consistent and predictable results. 
Traditional scanner operators, who 
have effectively been taking care of 
colour management for us for many 


years, may question the need for such a 
system, but for those of us now doing all 
our own scanning or taking digital photos 
the benefits can be substantial. 

These advantages include simpler 
and quicker scanning, more accurate 
colour matching to originals and 
improved accuracy from your digital 
proofs. Two of the most commonly > 


Setting your background to a neutral colour and tidying your desktop will help you concentrate on the colours in your image. If you find this idea even 
more horrifying than painting your studio grey, Photoshop will automatically do all this for you. When you have an image open, just click on the centre 
screen option (Full Screen mode with menu bar) near the bottom of the main Photoshop toolbar — or you can tap the letter ‘f on your keyboard to toggle 
through the three modes. 


> used colour management solutions, 
Apple's Colorsync and the very similar 
Microsoft |CM2 system, both use a 
group of files containing descriptions of 
how each device individually handles 
colour. These are called ICC 
(International Color Consortium) 
profiles and are either supplied or 
generated for each device. When set up 
correctly, they can eliminate the need 
fora lot of trial and error in colour 
proofing, and indeed years of operator 
experience. 

Itis important to remember that 
such a system will only get the best 
results possible from your existing 
equipment and unfortunately cannot 
improve the colour gamut (range of 
colour) from any peripheral. 


Past, present and future 


The vast majority of printers and repro 
houses work mostly in the four-colour 
CMYK system. Many will have at least 
one expensive drum scanner and at least 
one highly skilled operator. As software 
improves and good quality scanners 
become cheaper, however, many repro 
houses are dispensing with these. 

This colour experience is still very 
important at the top end of the industry 
and if you're fortunate enough to work at, 


System requirements 


Kitted out 


th expen: 
products now of 
prin 

isa valua 


orrich enough to be a customer of these 
facilities, much can be learned by 
looking at their results. 

Atop quality CMYK scan taken into 
Photoshop often requires little colour 
correction before it can be imageset or 
plateset by another very expensive piece 
of calibrated equipment. From this stage, 
Matchprints or Chromalins are made 
from the output films or wet proofs run 
from the printing plates. The latter 
process is by far the most accurate 
method of proofing, as long as it is 
skilfully executed. 

Print jobs can even be proofed on the 
final paper stock, or using special 
Pantone inks if required, although both 
of the former methods are considered 
almost as accurate for proofing 
four-colour work. Digital versions of 
Matchprints and Chromalins are now 
commonplace too, but technical 
limitations mean that these aren't always 
quite as accurate and the type is 
definitely less crisp. 

Many of these companies feel they 
have little need for learning about 
device-specific profiles at the moment 
because they operate on a more or less 
closed loop system, and rely ona 
process where they should achieve great 
results, as long as all their machinery is 
regularly calibrated. Even in these 
situations, this is becoming an area of 
increased importance as more 
photographic origination switches from 
transparencies to RGB digital files. 

On the other hand, everybody working 
outside of an environment like this will 
almost certainly benefit from learning 
more about this subject now. 

Unless you are fortunate enough to 
have access to an expensive scanner, 
your starting point in the colour chain 
will almost certainly be in RGB, like your 
monitor display. By becoming more 
familiar with the principles of colour 
management and device profiling, it is 
possible for you to produce work to rival 
these professionals. Surprisingly, the 
best place to start when trying to 


achieve consistent colour has nothing to 
dowith your monitor, computer or printer 
~ it's your everyday working 
environment. Indeed, anyone who has 
ever had a job delivered from their 
printer with colours that they didn't quite 
expect, should take a look at their 
everyday studio environment before 
they try to adjust any equipment. Ifthe 
walls are bright blue and covered in 
posters or the lighting is quite harsh and 
yellow then a spot of remodelling could 
be in order. Ideally, the walls of your 
surroundings should be painted a flat, 
neutral grey colour. Unfortunately, this 
can make for quite a depressing working 
environment, so the next best substitute 
colour is probably matt white. 

Lighting should be from daylight 
bulbs, or, if you can find them, northlight 
bulbs. The latter give the room a bright, 
fresh feeling with a very slight blue 
temperature. Fluorescent tubes are 
normally better than spot lights as the 
light is dispersed more evenly around 
the room and create less shadow areas. 

These lights should ideally be slightly 
dimmed while you are looking at your 
screen. Natural light from windows, 
while very pleasant, is another potential 
hazard in making consistent colour 
decisions from your monitor because 
the brightness is constantly changing. If 
you notice that your work room is 
susceptible to this, then you may find 
that dark blinds which enable you to shut 
variable light out at critical judgement 
times are the answer. 

Any reflections in the glass can be 
eliminated by using a dark screen or 
shield around the top and sides of the 
case, extending far enough round to 
block out any stray light. Indeed some 
monitors, such as the LaCie blue 
screens, now come with these shields 
as standard. 

Now it’s time to take a good, harsh 
look at the desktop screen itself. While 
multicolour neon patterns and a rash of 
icons may be inspirational, they won't 
help your eyes when making subtle 
adjustments to an image! You should 
ideally use a very plain, neutral grey 
colour for the screen background. While 
you're changing that, it’s probably fair to 
say that most desktops would benefit 
from being less cluttered with icons. 


Calibrating your monitor 


Most of us have probably stood staring 
lustfully at a great bank of new 
televisions in a showroom at one time or 
another. Well, if you didn't notice that 
most of the pictures looked different, 
even though they were showing the same 
programme, it’s probably best to skip 
forward to the next article! 


Your monitor is fundamentally the 
same as one of those TVs. Each monitor 
deploys different components and 
technologies: we each adjust the 
brightness, colour and contrast to 
different levels and sit in individual 
rooms with different lighting conditions. 
As mentioned, even subtle differences 
in paint shades on our walls affects the 
colours we perceive from our monitors. 

Add to this the complication that 
every other peripheral you use, from 
scanner to digital camera to laser printer 
is likely to treat and display colours 
differently from your monitor. Even more 
alarming is the phenomenon that each of 
us sees those colours differently and 
even our individual colour vision 
changes over time. 

With all these variables stacked 
against us, how can we possibly improve 
our chances of getting the colours we 
see and approve on our monitors to a 
final printed sheet from a printing press? 

Whatever monitor you use, from an 
expensive plasma screen to a 17-inch 
Trinitron, in a colour management 
system, it is vital that the monitor is 
calibrated or standardised. Unlike most 
scanners and printers, this is essential to 
do frequently even if you are using an 
ICC profile supplied with the monitor 
because there are so many variables in 
its set-up. 

Therefore, the best place to start your 
colour management system, after 
improving your work environment, is to 
standardise your monitor. If you have a 
professional monitor such as a high-end 
Barco screen or indeed any other 
monitor that uses special software or an 
external hardware device for calibration, 
then make sure you follow their 
instructions very carefully and ignore all 
the following instructions regarding 
Adobe Gamma. 

The rest of us will have to make do 
with a quite a basic, though effective, 
system of standardising. This improves 
screen to print accuracy in the vast 
majority of cases and will certainly help 
you to achieve consistent colour. 

The first, frequently neglected, part of 
the calibration process is to let your 
monitor warm up properly. Evenina 
fairly warm room, it’s best to allow at 
least half an hour for this to happen. Now 
we have to generate an ICC profile for 
your individual monitor. A standard 
profile may have been supplied with 
your screen by the manufacturer, or 
maybe you've managed to find and 
download it from a Website, in which 
case you need to copy it into the 
ColorSync Profiles folder on your hard 
drive. If you haven't got one of these 
profiles, don't worry too much about it at 
the moment. 


Next locate and open the Adobe 
Gamma control panel, this should be 
installed automatically because 
Photoshop is loaded onto your machine. 
If you have an older version of this as 
well (it used to be just called Gamma) 
then it's safe to put that in the 
wastebasket now. 

You should have two choices after 
opening it: to use the Step by Step 
(Assistant) or to use the Control panel 
option. Even if you've done this before 
it's easier to use the Assistant route. 
Click Next to start calibrating — it takes 
just eight steps to complete the process 
and should only take five or ten minutes 
the first time you run through it. This 
time gets shorter as you become more 
familiar with the process. 

If you had a profile from the 
manufacturer, click ‘load’ and then 
select it from the list of Colorsync 
profiles stored in your machine. If not, it's 
probably best to use the Generic RGB 
Profile as your starting point. The next 
screen tells you to adjust the contrast of 
your monitor to its highest setting and 
then adjust the Brightness. It’s usually 
best to start at maximum and work 
gradually down, so that the centre grey 
square goes as dark as possible without 
going black, while also making sure that 
the frame around the large box stays a 
bright white. 

When you're happy with this, click 
Next again. Now you have to select the 
phosphors used in your monitor: 
chances are it’s a Trinitron tube but it's 
worth checking the original 
documentation from the manufacturer if 
you have it to hand. 

On the next screen, make sure that 
the View Single Gamma Only box is 
unchecked and use the three sliders to 
set the individual gamma for red, green 
and blue. Windows users should then 
select a Gamma value default of 2.2. 
Mac users should choose their default of 


Colour management overview 


The major problem in colour management are the fundamental differences inthe RGB 
and CMYK colour systems. At first glance they appear to be very similar — both use a 
set of numbers to accurately describe a colour — but that's where the similarities end. 

RGB uses transmitted light to make colour, so the more colour you add toa picture, 
the lighter an image will get. The CMYK printing system, on the other hand, works by 
light reflecting on to paper, so increasing the amount of colour will make the image 
darker. Playing with the highlight and shadow ends of the curve settings on the same 
image in RGB and CMYK modes in Photoshop is one of the best ways to understand 
these differences. 

Despite this, with a little effort and organisation, we should be able to getcloser 
than relying on guesswork and prayer. It's obvious that we can't spend time individually 
adjusting expensive printing presses, each of which uses the same ink-based system 
that has remained fundamentally unchanged for decades, to match our own monitor. 
Through the use of individual device profiles and some clever software, a colour 
management system simply interprets and compensates for all the different ranges of 
colour in every device from scanner to monitor and from printer to press as the image 
moves along the production process. 


1.8. Photoshop automatically allows for 
these settings and displays the image at 
the same brightness on both systems. 

The next screen is used for setting the 
white point of your monitor. A good 
average setting is, unsurprisingly, the 
middle one, 6500K (daylight) and this is 
fine for the majority of monitors. 
Alternatively, you can click on the 
Measure button and follow the 
instructions to select the most neutral 
grey square repeatedly until you finally 
have to select the centre one. This 
creates your own custom setting for 
the monitor. 

The penultimate screen should > 
»> generally be left so that the adjusted 
white point is the same as the hardware 
white point and is only there as an option 
incase you should need to try a different 
value. The final screen lets you flick 
between the ‘before’ and ‘after’ settings 


‘Selecting this option in Photoshop clears your desktop of all distractions. 


Monitor set-up 


Standardising improves screen to print accuracy and helps you achieve colour consistency 


‘Wiscontrol panel wil allow you te calibrate your 
moniter and create an ICC profile fri. 


Which version would you like co use? 


© sep oy step assistant) 
O Control ronet 


‘Wis KC Profle will be compatible with 
olorsync™ on Macintosh and 10M 20 on 


rp first of all, select the Step By Step 
@ (Assistant) option 


Adjust the Gamma settings 


‘You are currenty using the fttewng protie to 
exeribe your monitor: 


Filename: Generic Ro Profle 
‘Tis profte wit serve axa starting tre 
alltration of your monitor. 


point tor 
you ash te start 
‘witha diferent prot ciic on Loud. 
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py Load your monitor ICC profile if you 
m® have one 


“The white petot of your manitor determines whether, 


‘yoo are using a warm or cool white. 


Select the white point of your monitor 


‘The rst step im calibrating your monitaris to 
adjust the brightness and contrast contrast hele 
‘optimal stings. 


O Firs sett contrast controle ts highest 
setting, 


2 Then, sdjust the brightness 


Adjust the white point if required 


‘ered, green,and bive phosphors n a moniter 


Select the correct Phosphor setting for 
your monitor type 


‘Your settings willbe caved inthe folowing fe: 
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Check what differences you have made 
and save your settings 


The main Colour settings dialog box. 


before saving them. 

Use a new name and add the date as a 
suffix so that you can easily remember 
when you last calibrated your monitor. 
Ona PC, the file should be saved in 
Windows/System/Color Folder, while 
ona Mac it should go in the ColorSync 
folder in the System Folder. Any other 
profiles for other equipment should also 
be put in these folders so they are 
selectable in either the ColorSync 
control panel on Macs or by ICM2 on 
Windows machines. 

Monitors and systems change over 
time and some high-end reprographic 
companies calibrate their monitors 
several times a day for consistency, 
though this would be quite excessive for 
the average user. The best advice is to 
keep an eye onthe colours in general 
and re-calibrate whenever you're 
working ona very colour critical image. 


The main colour spaces 


Having standardised the monitor, we 
should all be looking at the same (or at 
least very similar) images. It’s time to 
think about the major differences 
between RGB and CMYK and the pros 
and cons of working in both. AnRGB 
colour is produced from varying 
amounts of red, green and blue light, 
while the CMYK system mixes cyan 
(bright light blue), magenta (pink), yellow 
and black ink to create a colour. 

The first major plus with RGB is that it 
has a larger colour gamut than CMYK. 


As we know, most digital input devices 
and all monitors work in RGB so this 
means you can scan and display colours 
in RGB that don'tfit into the CMYK 
colour range, effectively excluding them 
from the final printed image. The most 
obvious missing colours in CMYK are 
very bright shades, especially the light 
blues and greens. This plus turns into a 
temporary minus if an image containing 
these elusive colours has to be 
outputted in CMYK because the result 
will be tonal gaps where the CMYK 
system lacks an equivalent colour to 
swap to. 

We'll cover how to deal with this 
problem later when we look at the best 
way to move colours from RGB to 
CMYK. To complicate matters slightly, 
not all RGB colour spaces are the same. 
For example, Adobe RGB has a different 
gamut range of colours from Apple RGB. 
This really isn't too much of a problem 
because Photoshop can accurately 
move from one RGB colour space to 
another and back again if required. 

On the other hand, constantly moving 
from RGB to CMYK and back again isn't 
recommended, because the colour 
values may shift substantially each time. 
Another great plus for Photoshopusers 
working in RGB is that you have access 
to all of the amazing features available 
in the package. For example, itis 
impossible to render the Lighting Effects 
filterto a CMYK image because this and 
other filters are greyed out in this mode. 
One of the main plusses of working in 


CMYK onan image is predictability. If 
the Eye dropper tells you a colour is 
made up from 50 percent magenta and 
100 per cent yellow, you can tell exactly 
how this colour should print on a litho 
press simply by looking up the values in 
one of the many colour sample books 
available. If your print shop delivers 
something vastly different, then you 
probably have grounds for complaint. 

Given that what we are afteris a 
consistent, accurate and flexible system, 
we recommend that you try to work 
within the Adobe RGB colour space until 
you are ready to send your job to the 
printer and then covert to CMYK at the 
last minute. 


Colour settings and advanced 
colour settings 


The Colour Settings section of 
Photoshop is found near the bottom of 
the Edit menu. Opening this dialog box 
displays a bewildering list of settings 
and even contains two more options 
hidden by the Advanced Mode check 
box. Don't worry too much at the 
moment about these. Fortunately, 
Photoshop has a scrolldown list of pre- 
sets in the Settings option at the top. 
These cover all the most common 
options for European and American 
settings and you should initially select 
the one that most matches your current 
output requirements, for example, 
Europe Prepress defaults. They can be 
adapted and resaved as you become 


more proficient, but it is always wise to 
give your own pre-sets a new name and 
not overwrite any of the standard ones. 

Your print shop may also be able to 
give you a .csf file or at least the settings 
that they recommend, especially 
regarding dot gain values. Handily, you 
can add comments to the settings you 
save to help yourself and other users 
know what situations you are intending 
to use them in. PC users should store it 
in the folder in Program Files/Common 
Files/Adobe/Color/Settings while Mac 
users should store them in System 
Folder/Application Support/Adobe/ 
Color/Settings. 

We've covered, very basically, the first 
two Working Spaces options — RGB and 
CMYK. Generally the best working 
space for RGB is considered to be the 
Adobe RGB (1998) option. Until you get 
more confident, the CMYK should be 
left as the default values from the 
pre-set settings. It is from here that you 
can profile the CMYK press target 
accurately by changing some or all of 
these settings. 

All these details should be obtainable 
from your print shop but if they sound 
unsure of themselves, leave all variables 
as the defaults for the relevant 
standard setting. 

Editable factors include: 

“The set of ink colours to be used. 

* How much dot gain to allow for, either 
in general or each ink individually. 
“Whether to separate the image using 
GCR (Grey Component Replacement) or 
UCR (Under Colour Removal). GCR 
reduces the amounts of CMY inks and 
replaces them with just black ink in grey 
areas. UCR replaces CMY ink with Black 
in neutral areas. It is mainly used to keep 
total ink weights down on litho presses. 
“The amount of Black Ink generated. 

* Maximum Ink Limits for both the black 
ink and cumulative amounts. 

*“UCA (Under Colour Addition) amount. 
This adds CMY back in to dark areas 

of an image to stop it looking too flat 

and lifeless. 

As a general rule, if you use GCR, a 
medium black generation setting, a total 
ink limit of no more than 320 and a low 
amount of UCA (under 10 per cent) you 
will get results that print well. 

The other two, Gray and Spot refer to 
the amount of allowance to be made for 
the overall printing process. Presses 
with a smaller range of colour, Web 
printing onto newsprint paper, for 
example, generally have a much higher 
dot gain value because more ink is 
absorbed into the paper, instead of lying 
on the surface of a quality coated stock 
ona litho press. As the ink is absorbed, 
the individual dots that make up an 
image get larger, hence the phrase ‘dot 


Separation guidelines 


gain’. Setting a higher ‘dot gain’ value in 
these boxes allows for this and keeps 
the final CMYK values lowerto 
compensate. 

The Color Management Policies 
section is simply for setting Photoshop's 
actions on finding (or indeed not finding) 
a profile assigned to an image that is 
different from your current working 
space. This occurs whena picture is 
opened and also when it is copied and 
pasted from one colour space to another. 

The Conversion Options settings are 
for selecting firstly which Colour 
Management Module to use from a 
choice of four. These are Adobe (ACE), 
Apple ColorSync, Apple CMM and 
Heidelberg CMM. The Adobe system is 
generally believed to be the best at 
handling the vast majority of RGB to 
CMYK conversions in Photoshop. 

The Intent section again has four 
options: Perceptual, Saturation, Relative 
Colorimetric and Absolute Colorimetric, 
and they each handle the colour 
translation from RGB to CMYK in 
different ways. 

* Perceptual rendering forces any 
out-of-gamut colours to fit into the 
CMYK space and because of this, often 
produces less vivid images. 

* Selecting a Saturation intent tries to 
keep the colours as vivid as possible 
and will normally adversely affect 
normal hues and often make the entire 
image darker. 

* ARelative Colorimetric conversion will 
ignore any colours out of the CMYK 
gamut and display any missing colours 
in the colour nearest to it that is within 
its gamut range. This can result in 
banding or flat areas of colour. Despite 
this, with a little work, it is probably the 
best method for making sure you get the 
colours that you see. 

* Absolute Colorimetric will translate all 
the in-gamut colours precisely between 
two colour spaces. This is best used 
when you need to reproduce specific 
colours within an image exactly. 
Unfortunately this is usually at the 
expense of the image in general. 

Checking the Black Point 
Compensation box will move the darkest 


neutral colour in an image so that it’s the 
darkest neutral point in the new colour 
space, while checking the Use Dither 
box reduces the risk of colour banding 
on conversion. 


Converting from RGB to CMYK 


If you are happy that your monitor is 
calibrated correctly and you have set up 
the Colour settings to some appropriate 
parameters, then you are nearly at your 
quality colour reproduction goal. 

With your image open in Photoshop, 
simply select Gamut Warning from the 
View menu. This will highlight any 
particular colours that aren't available in 
your destination CMYK colour range. 

By adjusting the colour in the image 
itself before conversion, you can 
generally achieve a balance between 
great-looking colour on your monitor 
and great-looking colourimages that 
you can print. So finally, when all colours 
are in gamut, you can change the mode 
(found in the Image menu) to CMYK. 


General advice and warnings 


* You may well spend hours setting up 
images correctly so it's a good idea to 
check that you are using a competent 
print shop or bureau. Even an 
establishment with great equipment isnt 
much use if the staff operating it have 
little or no training. 

* Always try to get good proofs made that 
you are happy with before committing to 
aprint run and preferably get those 
proofs signed off by the client. 

* First rule of the print shop seems to be 
that even if the job is incredibly urgent, 
there's always time to print it again if it's 
wrong — usually at your expense! 

* And finally remember that these 
instructions should only be viewed as 

a guide for setting up your own 
successful colour management system. 
Itis too large a subject to cover 
comprehensively ina single article, but 
with more research on the Web or from 
books, you should soon be able to see 
the benefits of adapting solutions to your 
individual situation. 


To learn more about the 
International Color Consortium 
in general and the theory of ICC 
profiles, visit [w] www.color.org. 

Italso includes a list of 
email links to every member 
company signed up to the 
system, which can be handy for 
tracking down elusive profiles. 

Another great site, 
unfortunately mainly for Apple 
users only, is [w] wwwapple. 
com/colorsnc. 

Non-Apple users may still 
benefit from learning more about 
the more general colour issues 
covered, though. 

[w] www.adobe.com/ 


support/techguides/color/main 


.html contains many in-depth 
features including overviews and 
theories not just specifically 
related to Adobe products. Well 
wortha visit. 


ADVANCED TYPOGRAPHY 


Nustrations: Kerry Roper [t] 07976 774820 [e] roper_k@hotmail. com [w] www youarebeautifuL.co.uk 


_ The craft of typography 


From the Gutenberg Press to Photoshop, typography has come a long way... but with 
formal training on the wane and individualism on the rise, where's it going next? 


Typography is the mechanical notation and 
arrangement of language used to make 
multiple copies, whether by printed or 
electronic means. Its history in the West dates 
from Gutenberg’s 42-line Bible of 1455 although the 
history of writing and the alphabet itself is much older. 
Now that everyone with access to a personal computer 
has the power to be a typographer or type designer, 
there is an even greater need for a comprehensive 
introduction to these subjects. With the belief that 
typography is a practical art in the service of the 
message and not fashion.” 

Phil Baines, Type and Typography. 

The list of books, articles, papers and so on 
discussing the subject of typography is endless. Every 
aspect of the medium is discussed, analysed, 
dissected and questioned. But what do we, as visual 
communicators, do with this information? Where do 
we find our influences? 
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Tracing back through history, many typographers from 
the last 100 years have been influenced by the 

~~ movements happening around them as they were 
learning, teaching and designing. The Arts and Crafts 
movement from 1870 through to the early 1900s was a 
major influence on later movements. It was largely 
dedicated to writers, artists, architects, designers and 
craftworkers, and the development and understanding 
of those skills. 

Cubism, concentrating on the discovery of 
multi-dimensional objects, and later Futurism, in the 
early 1900s encouraged the typographic designer to 
challenge the printed page and embrace change rather 
than predictability. Dadaism, also a literary movement 
like Futurism, was developed in Switzerland and 
attempted to challenge established values and beliefs. 
The need to shock called for new forms of visual 
communication and bold typography and photo- 
montage emerged during this period. Without the use 
of technology and computers which we rely upon 
today, this became a new and innovative opening for 


AS eS 


AaBbCc 


Bodoniis a classic, modern typeface — the original version was 
named after the 18th century typesetter Giambattista Bodoni. 


An example of an old style typeface - the example shown is 
Garamond, based on Claude Garamond’s 16th century designs. 


communication styles. Typographers became more 
than purely lettering experts. 

The Russian movement of Constructivism really 
began to influence typographic design. The use of 
sans serif faces gave the revolution an identity, in 
turn influencing Bauhaus (meaning ‘building house’) 
which also became an incredibly influential period. 
Founded in 1919 in Germany, it ran under the direction 
of Walter Gropius, whose ability to attract outstanding 
talents to the school had a large influence on graphic 
design of the era. 

The movement encouraged new ideas developed by 
De Stijl (a Dutch art movement meaning ‘The Style’), 
and Constructivism. Bauhaus, and its reliance ona 
grid system, sans serif faces and rationality within 
designs, provided a direct follow-on for the New 
Typography and, later, the International Typographic 
Style, also known as Swiss Style. 

This era saw the emergence of designers such as 
Herbert Bayer, Eric Gill (designer of Gill, Joanna and 


Every complex subject has a language of its own 
and typography is no exception. 


> Aries typefaces), Jan Tschichold and Piet Zwart, 
who in turn influenced so many designers later in the 
century. 

The New Typography developed throughout Europe 
in the 1920s and 1930s, had many aspects of previous 
movements such as De Stijland Constructivism. 
Tschichold, designer of the typeface Sabon, the first 
typeface to be designed for Monotype, was a key 
figure in this movement. 

Sans serif faces and asymmetric layouts with 
geometric influences were signatures of this period. In 
1928, Tschichold wrote Die Neue Typographie. This 
book proved to be highly influential, and after the 
Second World War, some 20 years after it was written, 
its principles were explored in America and 
Switzerland, which resulted in the evolution of the 


International Typographic Style. 

The International Typographic Style continued the use 
of the grid system and, predictably, the sans serif 
lettering, but started to introduce the use of 
photographs rather than illustrations. 

The narrow set, range left columns and the 
adoption of typefaces such as Helvetica became 
recognisable as its style. The movement extended 
right through to the 60s and 70s. By the late 70s the 
style was becoming predictable and was challenged 
by new designers such as Wolfgang Weingart and 
April Greiman. 

Weingart's experimentation with layering and 
contrasting elements made possible by advances 
in technology and photolithography encouraged 
ideas of collage. His work was highly respected and 
proved to be a welcome relief to the predictability of 
previous years. 

Weingart taught students such as April Greiman, 
herself an influential American designer. She explored 
the use of imagery and layering effects and was a key 
figure in the emergent New Wave graphic design era of 
the 70s. She has designed for Benetton, Xerox and 
Esprit, and many see her as one of the first to embrace 
the burgeoning technology using typography in 
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Univers is one example of a sans serif typeface. Designed by a 
Swedish student, Adrian Frutiger, it first appeared in 1957. 


conjunction with photo-manipulation. 


Shock of the new? 


Now however, things are a little different. So what 
makes what we do, as designers, illustrators and 
typographers, special? The way we move type around 
is slightly different to the way people moved type 
around six months ora year ago. We range it right 
instead of left. We tighten the leading much more than 
anyone working on Raygun would have done. We 


reverse it out of black and cream, rather than a solid 
colour. But this doesn't necessarily make it new 
or innovative. 

Is its amazing as when Eric Gill carved letters into 
stone in the 1900s, or when the first sans serif typeface 
was designed in1816? Or when woodblock printins 
was used in 1400? Perhaps the craft of typography has 
lost its ‘craft’. Is being a typographer now defined as 
being able to seta block of 10pt Helvetica using KeY 
commands in Quark, rather than measuring a four 
column grid, each column measuring a width of 14 
picas with a 1.5 pica column gutter, and knowing that 
one pica is equal to 12 points? 

Quite possibly, we dor't even need to know ths kind 
of theory any longer. Anyone with a small amourst of 
Mac or PC training can seta block of type, but thes 
doesn't always make them a typographer, Shoulc# the 
status of ‘typographer’ be earnt, oris ita craft thaat can 
be learnt from the glossary of the Quark or 
Fontographer manuals? 

Advances in programs such as Photoshop, Qusark 
and Fontographer mean it is even easier to set ty™P®: 
with even less knowledge of the subject than eve=T 
before. Many old-school designers can be quote2d on 
the subject of how the Apple Mac has changed tie 
business of design, enabling more laymen to bee=ome 
designers than ever before. But you could argue 
whether can be said of typographers. 

When setting a body of text, does the phrase 7 #2 0n 
12 meanas muchas it used to? Measurements seiCh as 
these seem to have turned into a series of figure==S> 
deprived of theiractual meaning. (In case you 
were wondering, 12 on 12 means 12pt type set wiz=th 
12pt leading, or having no extra space between thine 
lines. 12 on 13 means 12pt type with 13pt leading==: 1 
extra point of leading having been added, 12 on T™44, two 


extra points of leading, and so on. This derives from 
the days of letterpress, when actual strips of lead were 
placed between the lines of metal type, as spacing.) 
The computer revolution has, undoubtedly, brought 
about changes in the business of design. New versions 
of programs launch constantly, all of which claim to be 
better than their predecessors. Disciplines are closer, 
and an illustrator working in Photoshop can now 
competently add type, and design with type more 
easily than ever before. This has obvious benefits and | 
even typefaces can be designed on the Mac five times 
more quickly than they were 200 years ago. There is a 
danger that the word ‘specialist’ no longer applies, but 
on the flipside, the fact that just about anyone can be a 
typographer opens up avenues across specialisms. 


Understanding the basics 


Advances in Photoshop enable the modern 
designer/illustrator/typographer to explore new areas 
of discipline. Composition of images is infinitely 
quicker than by hand and the ability to move type 
around onscreen is an advantage. 

Some say, however, you can only discover the real 
value of type and letters when you have held them 
individually and separately by hand, laying them out 
ona pad, and moving them around. The best approach 
is notalways the traditional one, but before the rules of 
typography can be broken, or type can be treated 
unconventionally, there must be a certain amount of 
understanding of the subject. 

You can't replace a basic foundation of manual 
layout and composition with the ‘help’ section in 
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in England in 1845, Clarendon isa slab serif 
, intended as a heavier complement to serif designs. 


possibilities in Photoshop are vast, and far beyond 
what Gill or Tschichold could ever have imagined, the 
basics and theory of typography shouldn't be 
forgotten. The amazing possibilities offered by today's 
software are surely just reminders of all the theory and 
hard work that underpins typography as a specialism. 
We could never have achieved this level of typesetting 
with technology, if it wasn't for the last 2,000 years 
of discovery. 

With the introduction of machines: letterpress, 
followed by lithographic printing, and now digital 


Photoshop or Quark. While the opportunities and | 


printing, new methods of design with type have 
evolved. Experimentation with photocopiers among 
other things may have led the ‘Photoshop revolution’ 
causing photo-manipulation to become a standard 
form of communication, bringing type with it. 

Type and letters have become something that 
Photoshop users can class as just another element. 
Type becomes image. A subject of many books. 
Photoshop has undoubtedly broadened opportunities 
for users to experiment with type and letters as never 
before. April Greiman designed in this style, although 
her work was originally created by hand, due to the 
lack of technology. 

Vaughan Oliver also led the way somewhat in this 
style. He has been quoted in previous interviews as 
saying that his lack of formal typographic training 
enabled him to develop his style. Without a specialist 
education to fall back on, Oliver taught himself by 
experimentation, which is how the life-like, tactile 
quality to his work evolved. His designs were crafted 
by hand with layered images, prints, accidents, type, 
fax paper and so on:a style which many artists try and 
reproduce today in Photoshop. 


The freedom to experiment 


With Photoshop's many filter options, it is easy to 
create multi-layered, texture rich images that hark 
back to some of the crafts of a pre- Photoshop era. It 
also brings us something new: ways to experiment and 
design as never seen before. Words are as prolific in 
this area as a photograph or the colour blue or a spot of 
random ink, and it is here that type takes ona different 
slant. The type, or individual letters, or blurred 
Paragraphs become an intrinsic part of the image, 
communicating as much as a photograph can. 

By using type in this way, the creator has the ability 
to decide whether that particular piece of text should 
be read and understood, be part-read or simply act as 
‘noise’, to lead the viewer towards thinking or reacting a 
certain way. Typography takes ona different 
communicative role than is generally the case, and itis 
this differentiation that drives the designer, 
typographer or illustrator to design in such a way. The 
freedom that Photoshop gives the designer is often the 
only lure needed to encourage experimentation. 

Aside from this, the fact remains that due care and 
consideration should still be given to typography 
within designs or illustrations or Web media. No 
matter how sophisticated Quark or Photoshop get, 
badly set type is still unsightly and can be 
uncommunicative. The theories of typography may not 
be understood to the extent that they once were, but 
this shouldn't undermine their importance. The fact 
that there are now so many opportunities for people 
who aren't typographers to design with type, means 
that an understanding of typography is probably just as 
important as ever before. 


Black and white and read all over 


Legibility is still, as always, a key part of the 
specialism and an issue which surfaces inmany 
studies, articles, books and papers discussing 
typography. The use of type and individual letters are 
still generally intended to be recognised as shapes, 
individual letters or as a body of copy. Again, badly set 
type, whether it is intended to be read or not, can > 


SLAB SERIF - CLAR ENDOM 


The amazing possibilities offered by today’s 
software are just reminders of the theory and hard 
work that underpins typography as a specialism. 
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Digital typesetting is a bit of a mixed blessing: it 
can produce letterforms that are hard to read. 
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This transitional typeface is known as Baskerville — a style 
created by British printer John Baskerville in about 1752. 


> still hinder communication and look ugly, damaging 
the overall composition of the piece. An instinct for 
choosing typefaces sympathetic to the subject, 
applying spacing, leading, kerning and tracking is still 
an important part of achieving well-set typography, 
whatever the required purpose. 

For example, capital letters are more legible as 
individual letters than lower case, yet when dealing 
with words or paragraphs, lower case is more legible 
within a body of text than capitals. This is no 
coincidence. Lower case letters are designed with this 
in mind and reflect the reader's need to read them 
quickly, easily and efficiently. Lighter strokes are used 
for lower case: the actual forms of the letters take a 
rounder, or more open feel than the capitals. This then 
creates more open space between, around and within 
the letters themselves giving the paragraph an overall 
lighter feel. Italso appears less dense in colour, which 
inturn helps the eye to read faster. 

The same applies to leading and paragraph spacing. 
Adding a little extra space between lines can often 
‘lighten’ the appearance of a block of text, making it 
easier for the reader to stay focused on the text. Line 
length also has significant effect on the speed of 
reading. If the line length is too great, the eye will find 
it difficult to follow without drifting up or down to other 
lines. Moving back to read the next line may prove 
difficult without following back along the length of the 
line with your finger. In contrast, if the line length is too 
short, it’s difficult to set any text with words greater 
than about four or five letters. 

Similar guidelines apply to the use of serifand sans 
serif faces. A sans serif face is often easier toread 
when the point size is very small. Again, this comes 
down to the use of space within a small area. How the 
document is going to be printed can also have an 
effect upon the quality of the typography. If the point 
size is very small, and being printed from four colours, 
the chance of mis-registration is greater than if the 
reproduction is mono, where only one colouris 
printed. A small serif face may appear to have ‘bled’ if 
it is reproduced very small, because the serifs may 
appear to run together. Sans serif, however, which is a 
less intricate and a more common stroke width, is 
more dependable when reproduced very small. The 
fact there is less variation between the intricacies of 
the letters increases legibility. 

Size is animportant but often overlooked part of 
typographic design. The correct balance and sizing of 
individual elements can make the difference between 
perfect composition, or uninspiring work. One 
approach is that there should be a single primary point 
of attraction, followed by a second and then a third. 
This can be achieved by the size and scale of 
particular items, and also by space. 

Creating the right amount of space around an item 
has a similarimpact to changing an image, or changing 


the typeface. Making something larger, isn't always the 
best way to attract the eye. Learning how to use space 
wisely is a very visual process, and ultimately it's the 
designer's decision whether or not a piece ‘works’. 
Also, take care not to use too many typefaces in 
one design or you'll end up with a confusing mass 
without any distinction between sections. Point size 
should also be considered carefully. Some designers 
think that 9pt type shouldn't really be used with 10pt, 
and 14pt should not really be used with 16pt. The 
difference in the sizes is not significant enough for 
them to be used together or create any kind of impact. 
Eye-catching headlines or subheads should havea 
greater distinction between two sizes. In good design, 
the smallest of elements is as important as any other. 


What next? 


So, given the invention of new technologies and the 
declining emphasis on craftsmanships and art 
movements, where are today’s influences? Although 
the history of the last 100 years has influenced the 
path many designers have travelled, what follows? 

Now that readily available technology has made it 
possible for anyone to be part of the creative process, 
formal training is no longer compulsory. However, the 
loss of a basic typographic education means that many 
of today's typographers are working without any real 
theoretical grounding. Artists are placing a greater 
emphasis on what their contemporaries are doing, and 
are motivated bya simple need to be visually different 
from them and nothing more. 

The market is more open than ever before, focuses 
are wider and specialisms are blending into each 
other. Perhaps this will form an art movement of its 
own which people will reflect upon in 30 years time. 
How about the ‘Utilitarian Movement’?, or the 
‘Everyone is a Designer Movement’? 

Perhaps designers and typographers will feel the 
need to distinguish themselves from self-taught 
designers, and revert back to working with grids and 
structured layouts as we have seen with the Swiss 
Style and New Typography. Times change, roles 
change, definitions change, boundaries change. 
Maybe welll travel full circle, and revert back to the 
craftsmanship and specialisms of the 20th century. 
Pre-Apple Mac. 
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Photoshop PDFs explained 


Like many graphics packages, Photoshop can export images to Acrobat PDF format. 
But as you'll discover, Photoshop PDFs can do many things that other PDFs can't... 


PsDalpdf] 


hen picking a file format to save 
images to, Acrobat POF is hardly 
likely to be a Photoshop user's 
first choice. The very mention of 
POF conjures dull preconceptions defined by 
exposure to inconvenient CD-based product 
manuals, poorly prepared online brochures 
and skimming over too many articles about 
pre-press workflows. But PDFs created with 
Photoshop are not what you think they are: 
Photoshop PDFs may actually turn out to be 
the ideal multifunctional file format you've 
been looking for for years. 

Firstly, let's bring PDF neophytes up to 
speed with a quick jog through the basics. 


Leave Distiller alone 


Adobe developed PDF (Portable Document 
Format) as a way of enabling anyone on any 
computer view to print any kind of electronic 
document without needing a copy of the 
actual program that created it 

PDFs support rich bitmap and vector 
graphics, embedded fonts, colour profiles 
and more besides, plus the whole system is 
PostScript-based. Having converted your 
original document to PDF using a utility 
called Acrobat Distiller, you can then open 
it using an Adobe program called Acrobat, 
ora free viewer called Acrobat Reader. 
Both programs will run under Windows and 
Mac OS. 


Using Acrobat Distiller with Photoshop isn’t smart or clever... 


POF is a handy cross-platform solution 
for distributing documents when you dont 
know what software the recipients have 
installed, or what fonts they own. The idea is 
that while not everyone has a copy of 
Microsoft Word, FreeHand or QuarkXPress, 
everyone can get hold of Acrobat Reader for 
free. PDFs are also compressed and self- 
contained, making them useful for 
collaborative tasks such as sending 
documents from person to person for 
comments and approval. These same 
advantages, plus the PostScript-savvy base, 
lend POF to pre-press as a professional 
page delivery format. > 


Designers who own a copy of the full Acrobat package 
can see for themselves the difference between 

generic PDF and Photoshop PDF. Instead of saving 

your image to PDF format as shown inthe tutorial on 

page 59, try printing the image to PostScript and Ra e ic PDF Formal 
sending it through Acrobat Distiller. The result will be 


excellent, of course, complete with text, vectors and 


Sor OSPN AD 
PRbA PRM ATE 


transparency effects. But when you open this new POF 


back into Photoshop, you are forced to choose a 


resolution at which the entire file will be rendered 
You will end up with an image in which all the text, EE PAI SS 
vectors and previously editable filtereffects have 

been converted irreversibly to a flattened, single 

layer bitmap. Using Distilleris essentially a one-way 


trip, so beware. 


It doesn't stop there. PDFs can be used for 
on-screen presentations, complete with 
slide transition effects, embedded audio and 
links to movie files. They are also Web- 
aware, and support hyperlinks, in-browser 
viewing and the ability to show pages while 
still downloading in the background. But 
we're getting beyond ourselves; let's 
concentrate on using PDF asa file format for 
carrying images. 


Photoshop is special 

Many graphics packages can export artwork 
to PDF format without forcing you to go 
through the Acrobat Distiller utility. 
Whichever approach you choose to take, 
you will end up with a standard POF or, as 
Adobe calls it, generic PDF. Practically all 
PDFs you will ever come across are generic. 
Not so with Photoshop. 

Converting documents to generic PDF 
effectively breaks the link back to the 
original, but a Photoshop PDF remembers 
everything. Itremembers all your layers, 
including special text and vector layers, 
along with transparency, Alpha Masks and 
effects. Try to think of Photoshop PDF as 
being a Photoshop-native PSD file with a 
PDF wrapperaround it. In practical terms, 
you can save your Photoshop artwork to 
either PSD or PDF format, and you'll never 
notice any difference when re-opening it. 

There's a point to all this: it's that 
Photoshop POFs are fully and natively 
compatible with Acrobat and Acrobat Reader 


Extracting PDF images 


as well as with Photoshop itself. Suddenly, 
PDF ceases being an intermediate file format 
and starts being a universal one, as 
pioneered by Adobe /llustratorwhich actually 
uses PDF as its native format. 

This feature has potential in many areas of 
graphic design and print, but let's just focus 
‘on the concept of ‘PDF for approval’. Studios 
and agencies often generate PDF versions of 
artwork for sending to clients, because the 
format is both highly portable and offers the 
best visual quality without having to send 
over the original artwork itself. But with 
Photoshop POF, you can do both at once — 
not only can you send out a cross-platform 
POF for yourclients to check out in Acrobat 
Reader, this very same file is actually your 
full artwork. 

Now you're probably wondering why the 
heck you'd want to send full artwork to 
clients who only require visuals for checking 
over. Herein lies the multifunctional potential 
of Photoshop PDF. Acrobat boasts a 
collaborative feature which enables you to 
add on-screen comments to PDF documents 
in little note windows, and even embed audio 
annotations if you want. This can also be 
done if you're using Photoshop. You can, 
therefore, send artwork to clients as 
Photoshop PDFs, complete with your own 
comments added. You can then invite the 
recipients to add further comments and 
instructions inside the file before sending it 
back for revision. The PDF opens straight 
back into Photoshop with everyone's notes 
ready and waiting for you. 


Photoshop gives you several options for opening PDF content... 


When you try to open a multipage PDF in 
Photoshop, you will be asked to choose 
which page you want, and be shown 
thumbnails to help you make the 
selection. But you don't have to rasterise 
entire pages if you only want to access the 
images on those pages. Instead, go to the 
File menu, choose Import and then POF 
Image from the sub-menu. Once again, 
you are shown thumbnails to help you find 
the right object inside that PDF, but this 
time you get to browse the images 
exclusively, one by one. To import images 
from several PDFs at once, go to the File 
menu, choose Automate and then 
Multipage PDF to PSD from the sub- 
menu. Then just select source and 
destination folders, and your preferred 
rasterisation setting, and click OK while 
you go to boil the kettle. 


PDF Image Import 


The trick is that the client doesn't know the 
file is made up of layers and other 
components: he or she just sees the final 
visual result in its full glory. 


Security issues 


Handing your complete artwork over to 
clients so early in the revision process might 
not be such a good idea. Apart from the 
possibility that the artwork might get 
extracted from the PDF and used without 
permission before you get paid, there's the 
risk that someone will open the PDF in 
Photoshop and start tinkering around. 

Thankfully, PDF supports a number of 
password-protected encryption options to 
stop this from happening. You can put a 
password on the file itself to stop 
unauthorised people from even opening it, 
but that's a bit extreme and just annoys the 
client. A better idea is to use the security 
options in Photoshop, while saving to PDF 
format, enabling everyone to open and view 
the document but disable text and image 
extraction. You can also disable printing, so 
stopping casual hackers from reprocessing 
the file through Distiller to create a generic 
but unprotected PDF. All that the client 
notices is that a few tool buttons and menu 
commands are greyed out in Acrobat: the 
only time they'd ever see a password prompt 
is if they tried to open your file in their own 
copy of Photoshop. At the same time, the 
security options can still enable people to 
add notes and resave the file without the 
actual artwork being affected. 

With a little forethought, you can turn the 
security issue from a manifest demonstration 
of distrust into a sellable feature. Having 
passed the Photoshop PDF back and forth 
during the approval routine, your client will 
eventually give the nod. At this point, tell him 
to pass the PDF over to his own production 
team, explain that they should open it in 
Photoshop, and give him the password. 

Hopefully the client will be happy that he 
has the full artwork in his hands without 
having to wait for a new delivery, and his 
production department will be delighted that 
you have submitted it in what is effectively a 
ready-to-go native Photoshop format. This 
gives them more leeway to convert to CMYK 
with custom profiles, repurpose the artwork 
(if you agree) for online and print, and (if you 
don't mind) make last-minute adjustments on 
their own without having to keep coming back 
to you over and over again. 

Admittedly, such a workflow has flaws, not 
least being the trouble of sending full artwork 
for approval rather than a quick little flat 
JPEG. But it’s fair to say that PDF is the 
preview format that offers visual quality that's 
closest to the original. And with Photoshop 
PDF, you get the preview and the original in 
one and the same file. If you can't see great 
potential in that, have a word with your 
clients because they might. 


Part 1: Photoshop PDFs for approval 


Send clients your actual artwork in secured PDF format, invite 
comments and then let them unlock it instantly with a password... 


Mind that file size 


Photoshop-native files can be 
quite big, which is another 
reason why designers send out 
flat, highly-compressed JPEGs to 
clients for approval. Photoshop 
POF usually compresses the file 
size by around one sixth which, 
although welcome, may not be 
enough to keep yourclient happy 
ithe uses adial-up email 
connection. The advantage, of 
course, is that if he approves the 
artwork, hecan untock it 
immediately once you tell him 
the Master Password. 


Hidden layers 


Photoshop PDF's support for 
layer components extends to the 
configuration of the Layers 
palette, If there are certain layers 
you wish to be hidden, they wilt 
remain hidden when the 
Photoshop POF is viewed in 
‘Acrobat or Acrobat Reader, Sure 
‘enough, they'll still be there 
waiting for you when the file is 
reopened in Photoshop later on. 
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Let's say you have put together some 

Photoshop artwork for a client and you need 
to send him a copy for approval. With the following 
technique, you can preserve all your layers, text, 
vectors, effects, transparency and masks, and 
support some handy collaborative features too. 


[4 The PDF Options dialog window will appear. 
Choose JPEG as your Encoding format and 
make sure Quality is set to Maximum. If your 
artwork includes text and vector shapes, tick Include 
Vector Data and Embed Fonts. Tick PDF Security 
and click on the Security Settings button. 


Using the full edition of Acrobat, your client 
can embed additional comments in Note 
windows. Tell him it will help if he uses a different 
title bar colour to your own Notes, using the Note 
Properties dialog window. He can then save the PDF 
and send it back to you. 


Switch to the Notes tool in the main Photoshop 
Tools palette. Click and drag anywhere on your 
artwork to add a note window, then type in some 
comments or instructions for your client. These notes 
can be retitled, recoloured, refonted and moved 
around independently from their embedded icons. 


eed 
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G In the PDF Security dialog window, choose 40- 
bit RC4 as the Encryption Level, and adda tick 
next to No Changing the Document and No 
Content Copying or Extraction. You may also wish 
to tick No Printing. Finally, enter a Master Password 
for Change Permissions and Passwords. 


8 | Back in Photoshop, when you try to open the 
PDF you will be prompted for a password. 
Your client didn't need one in Acrobat as he was 
only allowed to add comments; you need it now 
because Photoshop is an editing package. Type in 
your Master Password and click OK. 


Go to the File menu, choose Save As and select 

Photoshop PDF from the Format pop-up list in 
the Save As dialog window. In the Save Options 
section below, make sure you have ticked 
Annotations and Layers, and a colour profile if 
appropriate. Check the filename and click Save. 


G Having clicked OK twice, the artwork will be 
saved as a Photoshop PDF file. Send this off to 
your client, telling him he can view it using the free 
Acrobat Reader program or the full edition of 
Acrobat. Notice that Acrobat’s content editing tools 
are greyed out. 


fo} Notice how all your layers and components are 
still intact, along with the additional Notes 
embedded by your client using Acrobat. Once you 
have read and acted on the comments, remove the 
Notes completely by switching to the Notes tool and 
clicking Clear Alllin the Options bar. 
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Photoshop filters 


Filters can add zing to your images, with very 
little effort. We reveal the best ones you 
might want to use 


228 - Artistic, Brush strokes 
230 - Blurring te 
232, 233 - Renders and textures 


PHOTOSHOP FILTERS Q FILTERS 
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and effort on the job... 


ilters and their usage is a contentious issue among 
pro graphic artists. While you can simply take a 
photograph and run it through a painterly effects 
filter in Photoshop, it’s not really good practice to 
do so. The end result is invariably a cheap, processed look that 
will not win you many favours (or kudos among fellow 
Photoshop pros). However, don't believe that good artists 
never use filters. If you take that logic to the extreme, thena 
good artist shouldn't even use a computer. The fact is that | 
filters are tools just like any other in Photoshop, and they are 
best used in combination as part of a process to build upa 
particular look. 

Discovering how to use filters with other tools to achieve a 
specific artistic idea or to fix a problem is a skill that every 


Photoshop filters 


If you think that filters are not for the pro Photoshop user, 
think again. They are an essential part of the Photoshop 
toolset, and getting to know each one will save you time 


Photoshop artist should possess. But assuming that using 
filters results in push-button art is a big mistake. Taken at face 
value, most of the filters in Photoshop tend to fall into this 
category, and have been used as such by less competent 
artists. You should regard them more as an extension of the 
colour and textural palette offered by Photoshop's regular 
tools and as utilities to aid in constructing images and 
composites or correcting problems. 

A thorough understanding of each filter will enable you to 
work more efficiently and more productively to achieve your 
artistic goal. Over the next few pages, we've provided a guide 
to better acquaint you with the filters that Photoshop offers 
and, where appropriate, provide you with some guidance on 
theiruse. 


PHOTOSHOP FILTERS Q FILTERS 


Artistic, Sketch and 
Brush Strokes 


The Artistic, Sketch and Brush Strokes 
filter menus contain filters that are 
generally very recognisable when used 
onan entire image, so use them with 
caution. They are useful as utilities, for 
modifying masks or alpha channels 
when building complex selections and 
as a step to creating some other effect. 

Many of these filters do similar 
things and their controls are self- 
explanatory. Their basic effect is to 
roughen up and simplify the source 
image to produce a painterly or sketchy 
effect. This will usually look clichéd if 
applied toa photo or other continuous 
tone image, but they can be put to good 
use if treated as a way to break up and 
roughen pixels as part of another 
process. Some others are more 
advanced and apply a background 
texture to an image, which can look 
more realistic but still clichéd. 


(Artistic) 


Coloured Pencil 
Cutout 

Dry Brush 
Fresco 

Palette Knife 
Smudge Stick 
Sponge 

Water Colour 


(Brush Strokes) 


Accented edges 
Angled Strokes 
CrossHatch 
Dark Strokes 
Ink Outlines 
Sumi-e 


(Sketch) 


Chalk and Charcoal 
Charcoal 
Water Paper 


These filters have three controls and 
are basically variations ona theme. A 
selection with their controls explained 
is outlined below: 


Coloured Pencil 

Pencil Width: Sets the size of the stroke 
and ranges from 1-24. The effect of this 
slider obviously depends onthe 
resolution of the image. 

Pencil Pressure: Sets the intensity of 
the strokes. Low values reveal more of 
the ‘paper’ beneath. 

Paper Brightness: Sets the lightness of 
the background ‘paper’. 0-50, 0 is 
black, 50 is white. 


Cutout 


No. of Levels: This control works like 
the Image>Adjust> Posterize filter, and 
sets the number of colour steps the 


Separate each colour to a layer to 
add dropshadows and extra detail 
for a more organic result 


Here, Palette knife is applied to some blurred noise. The controls produce a result similar to the 
Crystallize filter, but the edges of the cells are rougher. Handy for textures such as plaster concrete, 
metallic effects and bump maps for Lighting Effects or a 3D program. 


Many Photoshopfilters can be applied repeatedly to intensify the effect. Applying Plaster with 
several lighting directions can produce interesting results, like on this crystallized, blurred noise. 


tonal range is divided from 2-8. 

Edge Simplicity: Sets the smoothness 
and accuracy of the edges between the 
colour breaks using a value from 0-10. 
Edge Fidelity: Sets the coarseness of 
the edges from 0-3. 


Tip: This can be used to make images 
appear to be made of paper cutouts, but 
it looks fake on its own. You can 
separate each colour to a layer to add 
dropshadows and extra detail, to 
achieve a more organic result 

Dry Brush 

Brush Size: As it sounds, this is the size 
of the brush strokes from 0-10. 

Brush Detail: Higher values make the 
strokes less random looking. 


Texture: Intensifies the contrast of the 
brush strokes. 


Tip: Not great filters. They tend to look 
more fake than most of the Artistic 
filters. Try using the filters repeatedly, 
blurring slightly between applications. 
Directional artistic effects 
The following filters use two sliders to 
control the appearance of the stroke, 
plus a pop-up menu that sets the 
direction of the effect. 

(Sketch) 


Graphic Pen 


(Brush Strokes) 

Sprayed Strokes 

Spatter (similar to Sprayed Strokes but 
not directional) 

Textured painterly filters 

The following filters augment their 


effect by simulating the surface of the 
canvas or paper. These can be difficult 
to put to use as utilities, since they mix 
up two types of effect: the stoke effect 
and an embossing effect. When you use 
filters as utilities or as a step ina 
sequence of filters, you generally need 
them to do one thing ata time. 


(Artistic) 


Rough Pastels 
Underpainting 


(Sketch) 
Conte Crayon 


The Texture pop-up is used to set the 
surface texture, but you can also load 
your own texture. The file must be a 
Photoshop file to work, and one which 
tiles will obviously be best. 

Scaling: Scales the texture. Texture 
usually gives quite small files; maybe 
128 pixels square or less. If you're 
concerned about repetition in the 
texture you can create them bigger. 
Relief: Sets the amount of apparent 
roughness of the surface by increasing 
the embossing effect. 

Light Direction: This pop-up defines 
which way the light appears to fall on 
the canvas, from eight different 
directions. The diagonal directions 
usually produce the strongest effect, 
though it will depend on the patterns in 
the texture. A mesh pattern will look 
strongest with any of the diagonal 
lighting angles, while a horizontal stripe 
texture will be strongest with the 
lighting coming from above or below. 
Invert: Inverts the brightness of the 
texture image (black becomes white, 
and so on) and thus the surface bumps. 


Greyscale-based 


The following six groups of filters 
produce a greyscale effect from an 
image. They all use similar controls. 
Also, they're all useful secondary filters 
(after say, Noise or Clouds) for creating 
a more complex texture: 


(Sketch) 


Bas relief 
Chrome 
Photocopy 
Plaster 


Plaster 

Detail: Determines how fine or smooth 
the relief details are. 
Smoothness/Darkness: Adjusts the 
overall contrast of the effect. 


Reticulation 

Density: Adjusts the detail picked out of 
the image for the effect, which in turn 
controls the density of the spots. 

Black and White levels: Controls the 
overall contribution of white and black 
levels on the effect. 


Stamp 
Can be used to create threshold-like 
black and white images as if made 


from a rubber stamp. The controls are 
self-explanatory. 


Torn Edges 


Auseful filter which converts an image 
to foreground and background colours 
using a threshold control (Image 
Balance) and then disrupts the edges 
(Smoothness and Contrast) as if they 
are torn paper. Not convincing as it 
stands, but it works beautifully as a way 
to roughen edges of a mask or alpha. 


Note paper 

Image Balance: Sets the brightness 
point of pixels within the raised area of 
the effect. 

Graininess: Increases the embossed 
paper texture level, independently of 
the raised image area. 

Relief: Increases the overall relief of 
the effect. 


Other Artistic filters 

These produce unrelated effects that 
do not simulate natural media. 

Film Grain 


Supposed to simulate film grain, 
but it can look pretty awful. Better 
film grain looks can be achieved 
using the Edit>Fade... command 


Ea =e 
"Ficwines-1 = lav Gaver Abhe 


If used on anRGB layer, the foreground and background colours are used instead, though it's not as 
useful as a colour effect as it is for modifying masks and alphas. Using the Softness control, itis 
possible to get from a blurry, grainy edge to a sharp torn edge. 


with blending mode set to something 
such as Overlay or Soft Light, and 
lowering the opacity. You can also apply 
the effect to a duplicate layer and use a 
layer blending mode for the same 
effect. A small amount of blur will 

help too, as the grain it produces can 
look too sharp. 


PE} Untitied-1@200% (Gray) 
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Gaussian blur (pronounced Gowsian) produces a smooth natural blur without artifacts. It can be too smooth for some effects, such as highly accurate 
camera blurring effects, but it is invaluable as a basic tool for image processing. 


Highlight Area 


Defines how broad the highlight effect 
is, based on image brightness. 
Depending on the intensity setting, 
Grain is not deposited in the highlight 
area. 0-20. 


Neon glow 
Applies a colour of your choosing in the 


highlight area of the image, which is 
blurred so it appears to glow. 


Chrome 

Produces a chrome effect from an 
image. Not particularly convincing, but 
perhaps useful as a base for another 
effect. Controls are self-explanatory. 


Plastic wrap 

Makes images appear covered ina 
rippled plastic film. It's more useful 
when used sparingly or in combination 
with other filters. Probably unsuitable 
for creating plastic, and definitely not 
an effect to be used in isolation. 
Detail: This thins out the ripples the 
lower the value. 

Smoothness: Softens the ripples. 


Blur 


Where would we be without blur? A set 
of staple filters no Photoshopper could 
do without, though some are far less 
useful than others... 


Blur and Blur More 

These apply a pre-set simple blur 
effect. Stronger on smaller images. 
Gaussian blur 


Named after the mathematics of Carl 
Friedrich Gauss, this uses a special 
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function to blur an image and results in 
a natural-looking blur. You probably 
don't even notice that the edges of a 
blurred image are clean and blurred 
nicely. Simpler blurring functions can 
produce edge artifacts which look 
unsightly; Photoshop Gaussian blur is a 
high quality, smooth blur. 

The interface is simplicity itself, with 
a single weighted slider (the value 
increases faster towards the right) to 
set the radius, in pixels, of the blur plus 
a preview of the effect. A tip here is to 
toggle the effect on and off in the 
preview box by clicking and holding. 

Blur is used everywhere, from 
creating dropshadows to smoothing 
pixelated edges of objects or masks (in 
combination with levels), and 
simulating photographic depth of field 
effects. It is often used as one or more 
of the steps ina filter process, 
particularly in combination with noise. 

Blur can be applied through a 
gradient selection to produce a is 


variable blur effect, such as for realistic 
Verticatscate [50] *% 


graduated shadows or depth of field 

It ilte Displacement Map: ‘Undefined Areas: ——— 
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using a low setting many times instead 
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of once at the value you require, 
eliminating the halo effect you'll get 
from a gradient selection. 


Motion blur 


Like Gaussian blur, but applied ina 
single direction. Can be used to 
create custom stroke effects and of 
course to make something that is 
stationary appear to be moving fast. 
To get the latter looking good requires 
more effort than simply applying 

the filter. Try applying Motion blur 

to a duplicate layer. then offset the 


Asimple circular gradient on the left used as a displacement image results in what you can see here on the right. More complex displacement images 
can be constructed using other fitters (Noise, Clouds and so on), enabling you to create stunning and seamless work. 


layer and reduce its transparency fora 
better result. 


Radial blur 


Amuch more complex and time- 
consuming effect to calculate. Spin 
mode blurs the image by rotating and 


Using high offset percentages, you can create the effect of refracted light, as shown in this, 
example. Layer Styles effects help to give the effect a more defined edge. 


dithering it around the centre point, 
while Zoom creates the effect radially 
towards the centre. The centre point 
can be moved by clicking and dragging 
in the box. It can be difficult to judge 
where the centre point needs to be, 
especially if your image is not square. 
Radial blur in Zoom can be used to 
create the impression of fast 
movement, and works well as a way to 
focus attention on a particular element 
in an image or illustration. 


Smart blur 


This uses a threshold-based mask to 
restrict the blur and also preserve 
edges. Use the Mode pop-up to display 
the edges while adjusting the effect. 
These aren't usually used as the end 
result, incidentally. It's useful for 
smoothing out noise or aberrations in 
continuous tone images, while retaining 
the sharpness of edges. Results are 
patchy, though, and for high-quality 
images you might be better off using a 
more involved technique or even fixing 
things by hand. 


Distort 
Most of these filters move pixels to 
distort the image in some way... 


Displace 

Displace is one of the lesser used yet 
incredibly useful filters, which is why 
we have given it its own section. Power 
users will know all about Displace, but 
the casual Photoshop user may not 
have experienced its delights. perhaps 
because it requires initial setting up. 

This filter distorts or shifts the pixels 
inan image based on the brightness of 
another image. Imagine you want one 
image to wrap around an elementin 
another image (a tyre track to wrap over 
the creases of a T-shirt, for example, as 
if the person wearing it has been run 
over; or for simulating glass refraction 
effects). Using displace you can 
achieve this. First, you need to create a 
greyscale displacement image saved in 
Photoshop 2.0 format, where white 
shifts pixels horizontally, black 
vertically and 50 per cent grey not at 
all. The controls set the amount of 
displacement and whether edge pixels 
are repeated or wrapped around. 

The interface is confusing at first, 
because there is no option to load an 
image in the dialog. You are given this 
option after you click OK. The settings 
enable you to choose to have the 
displacement map scaled to the image, 
ortiled over it if it's smaller. 


You can also choose to either wrap 
pixels around, that are pushed off the 
edges of the image, orstretch the 
edge pixels to fill the gap. It’s best 
to work within a larger canvas to 
compensate for the displacement of 
the image. 


Diffuse Glow 


This is the exception. It creates a bloom 
effect based on image brightness. 
Diffuse Glow works but highlight 
blooms are better achieved manually. 
Glass 

Uses a displacement map to distort an 
image. Four are built in, but you can 
load up a PSD file for custom effects. 
Distortion controls the intensity and 
smoothness; used directly it can look 
cheesy, but it's useful for editing masks, 
creating selections or roughening the 
edges of elements. 


Ocean Ripple & Ripple 

The former produces a wave-like 
rippling. Ripple performs a similar 
function, but generates a much more 
water-like effect than Ocean Ripple. 


Pinch and Spherize 


These produce similar results, and are 
best used on selections to subtly sculpt 
portions of an image. Spherize enables 
you to produce the effect in all 
directions, just horizontally or just 


vertically. Both will degrade the image 
when used on high settings. If you must 
use them, work ata higher res and then 
scale the file down after filtering. 


Polar Co-odinates 


Imagine a photograph of a reflection in 
a sphere. The spherical image can be 
unwrapped by applying Polar Co- 


ordinates in Polar to Rectangular mode, 


and vice versa. A useful tool in 3D work 
where spherical environment maps can 
be previewed. 


Shear 

Shear distorts an image using an 
editable curve. This only works 
horizontally. If you need the effect 
vertically, rotate the image beforehand. 


Twirl 


Twists an image or selection around its 
centre point to create a vortex. 


Wave 


Auseful filter which enables you to 
perform subtle or severe distortions 
based on vertical and horizontal waves. 
No. of Generations: Controls how many 
times the effect is re-applied to itself. 
The effect is to control both complexity 
and displacement. 

Wavelength and Amplitude: Pretty self- 
explanatory, with dual sliders 
controlling the range of the parameters 
from a minimum to maximum value. 


Adding noise subtly to a digital 
image is a trick to make it look 
less computer-generated 
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The glass filter is an excellent alternative to the smooth Gaussian blur. By increasing the smoothing 
and decreasing scaling, it's possible to create blurs which have more texture. 


The default setting mimics the standard printer's halftone screens, but you can enter custom 
angles. Setting all the angles the same will convert a colour image to a black and white halftone. 


Scale can be controlled 
independently for horizontal and 
vertical waves. The three wave type 
options are Sine (simple organic 
undulations), Triangle and Square 
(more complex and harsh effects). 
The Randomise button can be used to 
randomise the result based on the 
current settings. 


Zig Zag 


Creates three radial ripple effects, like 
a pebble dropped into a pond. 


Noise 
Noise is another fundamental filter 
that every Photoshop artist uses. It 
works by randomising the pixels ina 
layer by a certain amount you set. The 
filter needs pixels ina layerto begin 
with, so you cant use it on a transparent 
layer. The slider adjusts the amount of 
randomisation using two functions, 
Normal and Gaussian, and you can 
choose whether the noise is 
monochrome or coloured (that is, 
whether the colour as well as the 
brightness of pixels is randomised). 
Noise can be very difficult to spot, 
so it's nota filter that will easily look 
cheesy. In fact, adding noise subtly to a 
digital image is one of the tricks for 
making it look less computer- 
generated. It can be difficult to match 
an exact type of film grain using this 
filter, though, and it should be used as 
part of a process rather than on its own. 


Despeckle 


This filter has no interface. It can be 
used to remove noise and grain from an 
image — such as an old photograph — 


at the expense of making it slightly 
blurred. Sharpening after can help. 


Dust & Scratches 


Best applied to a feathered selection 
around troublesome areas to remove 
hairs, scratches and other blemishes. 
Use the Threshold to preserve noise 
and grain in an image. 

Radius: Adjusts the intensity of the 
effect. 

Threshold: Sets the contrast level 
below which the effect does not occur. 
Helps to prevent blurring of grain in 
the image. 


Median 


Asingle slider controls the degree of 
effect. Unlike Noise, Median Noise has 
a blurring, smudging effect. 


Pixelate 


These filters disrupt or reduce the 
resolution of an image in some 
interesting ways... 


Colour Halftone 

Simulates process colour printing by 
representing the image using a moire 
grid of four colour dots, exactly like the 
four-colour CMYK printing process. 
The controls enable you to adjust the 
size of the dot and the angles of each 
colour's halftone screen. 


Tip: You'll get a different, more accurate 
result if you convert to CMYK first. 


Crystallize 


Redraws the image using a cell-like 
pattern of flat-coloured, random 
polygons. A radius slider controls the 
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average size of a cell, ranging from 
three to 300 pixels. 


Tip: This filter is useful as the basis for 
other effects. Like most other filters, it 
shouldn't be seen as a means to an end. 


Facet 


Produces a similar result to Crystallize, 
except the polygons are a fixed size 
and nota flat colour. A useful stage in 
creating textured surfaces, often 
starting with some noise or clouds. 


Fragment 

Duplicates, offsets and blends the 
image, so it appears as if someone 
banged the camera as the picture 

was taken. It can be used to create 
interesting textures when applied 

to different types of noise, and creates 
a patterned, blur effect when it is 

used repeatedly. 


Mezzotint 

Simulates the mezzotint printing 
process, though not very well. This is 
best avoided. 

Mosaic 

This filter pixelates an image, as if it 
were at a lower resolution. 
Pointilize 


Produces an artistic effect by 
replacing the image with semi-random 


dots, similar to impressionist or 
pointillistic style paintings. 


Render 


3D Transform 

This filter is rather difficult to use, but 
can be useful. Select the object you 
want to transform, then activate the 
filter. You can drag out three primitives 
as a sphere, a box and a cylinder. 

The latter can be deformed into a 
truncated cone, and you can add 
points to its edge to make it bulge — 
better matching the object you'd like 
to transform. 

With the Rotate tool, you can spin 
the object with the image stuck to it. 
Only slight transformations are 
advisable, as the primitives you can 
create are limited and the image will 
begin to stretch at the edges. 


Clouds 


Clouds requires no pixels to begin with. 


Allthe Render filters actually produce 
pixels, rather than simply altering 
existing ones. This filter produces a 
fractal cloud pattern. The random 
pattern is tileable; the image is a 
multiple of 128 pixels (128x128, 
512x512 and so on). Handy for making 
seamless patterns or textures. 

Like Noise, Clouds is often then 
starting point for numerous effects. It 
can be used for dirtying up parts of an 


The Dither Box is a Web 
designer's dream come true: you 
can use any colour online 


Prue ton wnage ayer select futer_ View window Help 


ORs O+ oe 
| a - | 
*|> a 


\ 


Clouds has a myriad of uses. It has been applied to this image to create steamy mist around the 
bottle; a literal interpretation of the filter, that works well. 


For noisy images, set the Sharpening to a high level andincrease the threshold until the noise is 
unaffected. Back off on the sharpening until you have the desired result 


image, or for any situation where 
grime or dirtiness is needed. Clouds 
can be blurred to produce subtly 
varying masks, posterized to create 
discrete, random blocks of tone. 

The two colours they use will 
determine what is set as the current 
foreground and background. 


Lens Flare 


This is the cheesiest of all filters when 
used as it was intended, but it can be 
used creatively, too. For the most 
control, apply the flare to a black layer 
then change the blending mode to 
Screen. You can adjust the look of the 
flare for creative uses by applying the 
usual adjustment controls (Levels, 
Curves and so on) 


Lighting Effects 

Careful with this one, as it often gets 
over used. The lighting effects filter 
enables you to shine lights on your 
image, with options to use an alpha 
channel as a bump to create surface 
texture. The Light Type section controls 
the effect of each light independently, 
and its colour, while the Properties 
section controls the appearance of the 
surface and the ambient lighting. 


Texture fill 

Fills a layer or selection with any PSD 
file, preferably one that tiles. Very 
similar to the Fill>Pattern command. 


Sharpen 

Sharpen & Sharpen More 
These will sharpen an image by 
finding contrasting areas and 
increasing their contrast. 


Sharpen Edges 

Its built-in contrast threshold means 
only the important edges are 
sharpened, as opposed to the grain 
and noise. 


Unsharp Mask 

Unsharp masking is a term borrowed 
from traditional photography. It 
basically enables you to sharpen an 
image in a much more controllable 
manner than the other Sharpen filters, 
but it requires some explanation. 

There are three controls, the first 
of which is for the amount of 
sharpening, which basically increases 
the contrast of the effect. Radius 
adjusts the size of the contrast area, 
and threshold restricts the effect based 
on image brightness. 

The threshold is extremely useful 
when sharpening photos that have 
grain. Increasing the threshold will 
prevent the grain from being 
sharpened. A low, sub-pixel radius and 
an amount greater than 100 per cent is 
useful for bringing out fine details. 
You'll find that high radius settings can 
create artistic effects. 


Stylize 

Diffuse 

Jitters pixels in an image. It is useful 
asa utility and for more complex 
procedures, rather than an effect in 
its own right. 


Emboss 

This creates an embossing effect. 
Height controls the offsetting distance 
in pixels and thus the apparent depth 
of the embossed effect. 


Extrude 


Creates a mosaic image made from 3D 
blocks or pyramids. If used cleverly you 
can achieve some interesting and funky 
illustration elements. 


Blocks and Pyramids 


Set which type of objects you want to 
be the tiles. 

Size: Sets the size of each tile in pixels. 
Depth: Sets the maximum extrusion 
depth in pixels when using Random 
mode. Level mode uses the average 
brightness beneath each block to 
determine its height. 

Solid Front faces: Use this option with 
Blocks to cap each block with a flat 
colour, rather than image pixels. 

Mask Incomplete blocks: Removes any 
blocks that are clipped by the edges of 
the document. 


Find Edges 


This is a tool that does exactly what 

it says on the tin. Find Edges seeks 
what it assumes to be edges (that is, 
high-contrast areas in the image), 

and ‘draws a black line overthem on 

a white background. It’s particularly 
useful as a base for other effects, such 
as accustom mask to protect edges 
during blurring. 


Tip: You can control the Find Edges filter 


by first adjusting the image's contrast 
and levels. 


Glowing Edges 


Finds edges, draws and blurs them. Can 


produce effects such as simulating iris 
artifacts of true camera blur. 

Edge Width: Thickens the drawing of 
the edges. 

Smoothness: Blurs the edges so you 
can have them sharp or‘blobby-like’. 


Solarize 


Simulates the photographic technique 
of partially exposing an unexposed 
negative to sunlight (or a flash) during 
developing. Creates an unusual colour 
shift in an image, though the effect is 
not terribly exciting these days. 


Tiles 


Breaks up an image into tiles and 
randomises their position. The 
background colour, foreground colour 
or the image (inverted or not) shows 
between the gaps. Not terribly exciting, 
but multiple applications can create 
interesting patterns. 


Trace contour 


Uses a threshold slider to set the 
brightness level at which effects occur. 


Image Layer Select Filter View Window Help 
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A good starting point for the Unsharp Mask filter is a radius of between 1 and 2, an amount of about 


50 per cent and a threshold of 0. 


It draws a line at that point, similar to 
isobars on a weather map. A handy 
utility filter for creating custom, hand- 
drawn or lo-fi effects. To geta single 
black line, work on a greyscale image. 


Wind 
Wind and Blast determine high 


Type: ® Blocks Pyramids 


Depth: [30] ®Random Q Level-based 


{4 Solid Front Faces 
Ci Mask Incomplete Blocks 


A mosaic image made from 3D blocks or pyramids. If used cleverly you can achieve some interesting and funky illustration elements. 


contrast areas in the image, 
displacing them using a jagged pattern 
of fading stripes, as if the image has 
been hit by a blast of wind. Stagger 
applies the effects to the whole image. 
It works horizontally, so you need to 
rotate the image if you want the 

effect vertically. 


Texture 


These filters produce textured 
renderings only without applying 
painterly effects to images. The 
controls are self-explanatory. 


Craquelure 

Simulates the cracks and fractures 
found on old paint. The controls are 
pretty simple to work out, but the effect 
looks computer-generated if itis used 
by itself. 


Grain 
Noise on steroids. This can produce ten 
different noise-type effects with 


adjustable contrast and intensity. 
Useful for weathering effects. 


Mosaic tiles 

Asimilar effect to Craquelure, but the 
texture is of interlocking tiles that are 
still quite random. Again, you'll need to 
work hard if you don't want the effect 
to appear like a filter. 


Patchwork 

This one is not used often, but it has 
some interesting results. Creates a 
tiled effect from an image with 
adjustable tile size and relief. 
Could be made to look better with a 
little effort. 


-@) Tips ano Tricks o CHAPTER 8 


Cuarter 8 a TiPs AND TRICKS (=) 


Tips and Tricks 


From quick zooms and ticklish feathers to 
lasso lessons and magic wands, our inside 
information will leave you dithered, optimised 
and in charge of some beautiful images... 


236 — Keyboard short-cuts 

238 — 101 Photoshop tips 

246 — Filtering, layering and Web optimising 
250 — Plug-Ins Buyer's Guide 


Shortcuts to success 


Get the best out of Adobe Photoshop and increase your productivity 
with our essential guide to keyboard shortcuts 


r © matter what you want to do 

fl in Photoshop, there's bound 
to be a shortcut — but how to 
remember them all? 

That's why we've compiled the definitive 

guide to keyboard shortcuts in 

Photoshop — it's 100% guaranteed to 

save you time and effort! 


Definition of terms 


Toggle: Move between one state and 
another or back again. 

Switch: Temporarily move from one 
state to another. Secondary state 
usually ceases when the mouse button 
is released. 


Essential tools 


Bold type: Recommended shortcut 

PC Users: Holding 4 and pressing the 
appropriate tool shortcut will cycle 
through each tool within its category. 
Right clicking on the image will bring 
up the context menu. 

Mac Users: Press the % key instead of 
Alt wherever it is mentioned, and press 
the 3 key instead of Ctrl. 

Also, while PC users need to hold 4 
and press the approprate tool shortcut 
to cycle through each tool in a category, 
Mac users need to repeatedly press the 
tools key to cycle through. Holding Ctrl 
and clicking on the image will bring up 
the context menu. 


These are the tools you use day in, day out, so isn't it time 
you learned how to access them without taking your 
cursor off the working area every ten seconds? 


S Magic Wand — W 


) Airbrush — J 

y Paintbrush — 8 
& Rubber Stamp — $ 
History Brush — ¥ 
Eraser— E 


i Blur R 


Measure — U 


Linear Gradient — G 


[9 >) Tosgle between foreground 
all and background colours — X 
Standard Mode/ 
Quick Mask toggle — Q 
Toggle screen modes 


S/O) Standard/Futt Screen/ 


Full Screen with Menu) — F 


Viewing 


When working at higher zoom Levels, or manipulating large 
images, you can save a lot of mouse clicks by learning how 
to move around and change viewpoints properly. 


Fit image to screen — Ctrl& 0 


100% magnification — Alt & 


Move around canvas — Spacebar& 


Selecting and moving objects 
These are probably the second most 
important set of tools, especially for people 
who do a lot of compositing. Read and learn, 


then smirk smugly as your colleagues stare on 
inawe! 


Reposition the Marquee during selection — 
Any Marquee tool (except single column and 
single row) & Spacebar & Drag 

Add to/subtract from selection — Any 
marquee tool & (or Alt& Drag 

Create intersection selection — Any marquee 
tool & 8 Alt& Drag 

Constrain Marquee to square or circle 

—&& Drag 

Draw Marquee from centre — Alt& Drag 


drag in main window 
Scroll up/down one screen — Page Up o 
Page Down 

Scroll left/right one screen — Ctrl& Page 
Up or Page Down 

Move view to upper left or lower right 


corner — Home or End 


(provided no selection already exists) 

Move tool (while key is pressed) — Ctrl 
(except when hand or penis selected) 
‘Switch from Magnetic Lasso to Standard 
lasso (while in use) — Alt & drag 

‘Switch from magnetic lasso to polygonal 
lasso (while inuse) — Alt & click 

Copy selection and move it — Drag 
selection using Move tool while holding Alt 
Move selection by one pixel in any 

direction — 4, J, € or > 

Cut selection and move it by one pixel — 
Move tool & 4,4, € or > 

Move layer by one pixel — Ctrl& 4, J, © or 
> (provided nothing is selected in layer) 
Increase magnetic detection zone — Magnetic 


Type tool 


You might not use these options in Photoshop 
often, but they're worth learning because 
many other programs use the same shortcuts. 


Move type — Dragtype when Type dialog 

is displayed 

Align left, right or centre —& Ctrl&L, CorR 
Align top, centre or bottom — 4 & Ctrl& LC 
or R(in Vertical Type dialog box) 

Bold, italic or underline — Ctrl & B, Ctrl& lor 
Ctrl& U 

Decrease or increase selected text type size 
by two points/pixels —4& Ctrl& <or > 
Decrease or increase selected text type size by 
ten points/pixels — & Alt& Ctrl& < or > 
Decrease or increase leading by two 
points/pixels — Ait 4 or | 
Decrease or increase leading by ten 
points/pixels — Alt& Ctrl& 4 or | 


Decrease or increase baseline 4+ by two 
points/pixels — 8 Alt& Por) 
Decrease or increase baseline 4 by ten 
points/pixels — 4 & Alt& Ctrl& Por | 
Decrease or increase kerning/ tracking by 
200 ems — Alt& Ctrl& € or > 


Presenting ten of the best keyboard shortcuts to bear in mind whenever you've got your paintbrush out in Photoshop and 


want to spare yourself some blood, sweat and tears... 


sample point with colour sampler while 
holding Alt 

‘Set amount of opacity, pressure or exposure 
for painting mode — Any painting or editing 
tool and a number 1=10% 0=100% 4then & 
in quick succession = 45% 


Eyedropper — Any painting tool & Alt 
Changes background colour — Select a colour 
from the canvas using the eyedropper while 
holding Alt 

Colour sampler mode — Eyedropper & 
Delete colour sampling point — Click on 


The palettes 


Many menus and palettes have context specific shortcuts, 
but some are barely worth learning because you need to 
move the cursor from the page to use the palettes anyway 


Layers Palette 


Show/hide Layers palette — F7 
Move up/down through visible 

layers — Alt& [ or ] 

Move active layer up or down — 
Alt& Ctrl& [ or ] 


Paths Palette 


Add path to selection — & Ctrl 
& click 

Store intersection of paths as 
selection —& Alt& Ctrl 
Remove path from selection — 
Alt& Ctrl & click 


History Palette 


‘Step forward through image 
states — 8 Ctrl&Z 

‘Step backwards through image 
states — Alt & Ctrl& Z 


Activate bottom/top layer — + & 
Alt& [ or ] 

Remove layer effect — Alt& 
double-click Layer Effect image 
Show/hide brush palette — F5 
Show/hide Info palette — F8 


Hide path -& Ctrl& H 
Change options — Alt click 
‘on any of the four circular 
path buttons at the bottom of 
the palette 


Duplicate all states except the 
current one — 48 click 

Clear history permanently (no 

undo) — Alt Clear History (in 
History Menu) 


Cycle through blending modes — & +or — 
(plus or minus) 

Fill selection or layer with foreground or 
background colour — Alt & Backspace or Ctrl 
& Backspace (hold down 4+ to preserve 
transparency) 


Path Editing 


‘Switching path tools on the fly using the 
keyboard is the only way to create the best 
and most accurate paths. These are not 
optional, they're essential... 


Select multiple anchor points — Using direct 
selection, hold down 4 and click on each 
anchor point you wish to select 

Select entire path — Hold down Altthen click 
on path using direct selection. 

Duplicate path — Hold down Alt& Ctrithen 
drag the chosen path using pen 

‘Switch from Pen, Add Anchor, Delete Anchor 
Point to Direct Selection — Cert 

Switch from Direct Selection to Duplicate 
Selection — Alt 

‘Switch from Add Anchor Point to Subtract 
Anchor Point — Alt 

Switch from Direct Selection to Convert Point 
— Alt & Ctrl(Only when pointer is over 
anchor or direction point) 

Switch from Pen to Convert Point — Alt 
Close path (while using Magnetic Pen) — 
Double click 

Close path using straight line segment (while 
using Magnetic Pen) — Hold down Alt and 
double click 

Delete last point (while using Magnetic 

Pen) — Backspace 

Convert path to selection — Any pen tool and 
Enter(on numeric keypad) 

‘Switch from Magnetic Pen to Freeform Pen — 
Alt& drag 

‘Switch from Magnetic Pen to Pen— Alt & Click 


Fill using history buffer — Alt & Cerl& 
Backspace 

Display fill dialog — © & Backspace 
Toggle Preserve Transparency on/off — / 
Connect points using a straight line — Any 
painting tool & 4 then click line end point 


Miscellaneous 


Just a ragtag bunch of 
stragglers that we 
thought you might want 
to know... 


Desaturate — Sponge & O & Alt& J 
Saturate — Sponge && AltR A 


Dodge Shadows — Dodge tool & 
GALE W 

Dodge Mid-tones — Dodge tool & > 
GARRY 

Dodge Highlights — Dodge tool & 
BAIR Z 

Burn Shadows — Burn tool & & 
Alt& W 

Burn Mid-tones — Burn tool & O& 
Alt&V 

Burn Highlights — Burn tool & & 
Alt& Z 


Threshold (in Bitmap mode only) — 
O&AIEL 

Clear (Paintbucket and line tools 
only)—@& A&R 

Paint Behind (Paintbrush tool) — <> 
SAR Q 


Blending mode 


Many users will not consider it worth learning all the blending mode shortcuts, but they’re useful for the more creative projects 
and it impresses the heck out of people if you do know them! 


Difference — @ & Alt& E 
n—& Alt& X 
&Alt&U 


& Alta M DAIS F 
DEAIRH 


EAE D 


DE&Alt 
en—@&Alt&K Excl 
en—D&Alt&G 


Saturation — & Alt& T 
Colour— 28 Alt& C 
Luminosity — 8 Alt& ¥ 


Normal —4& Alt&N Colour Burn — 
Dis: DSAlt&l 


Behind —-@& Alt&Q 


Multiply — 
Screen —4& Alt& S 
OR ALRN 


Soft Lig 


Overlay — Hue — 
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Photoshop Tips 


Think you know everything there is to 
know about Photoshop? Maybe you 

do, maybe you don't. You'll just have 
to check out our top tips to find out... 


here's one big difference 

between Photoshop and rival 

image editors. Yes, we know it 
| costs more, and you don't get 
ten million clip-art photos with it. The 
real difference, though, is that the more 
you use itthe more you come to realise 
just how well-designed, how powerful 
and — ultimately — just how easy to use 
itis. 

What usually happens with other 
image editors is that the more you try to 
combine and experiment with graphic 
techniques, the more your projects 
tend to fall to bits in your hands and the 
more time you spend digging through 
the manual and scratching your head. 

What's unique about Photoshop is 
that after a while things start falling into 
place. You start to figure out how masks 
relate to channels, how selections 
relate to layers, which colour models 
you should be working in, how to 
choose the right output resolution and 
so on. The scientific theory of image 
editing is never going to be bedtime 
reading, but Photoshop manages to 
deliver this particular branch of rocket 
science ina startlingly digestible form. 
Hey, if us designers can use it, it cant 
be that tough, right? 


OK, but there is a lot to learn, anda 
lot to find out. In the end you'll find out 
what Photoshop can do by studying the 
manual and trying it out for yourself. In 
about a hundred years you'll have 
figured out everything it can do. But we 
don't really want you to have to wait that 
long. That's why we've pulled together 
101 tips from a whole army of 
Photoshop professionals, each of 
whom has discovered a trick or 
technique that’s suddenly made their 
working lives a whole lot easier. 

Many of these tips relate to later 
versions of Photoshop (5 and beyond). 
Sorry, but we can't help that. Adobe's a 
bit too good at improving what's already 
a first-rate application, and we cant 
ignore innovations which can make a 
spectacular difference to users’ working 
practices. Atthe same time, though 
we've got more general tips which can 
be used in any version, so don't start 
writing those angry letters just yet. 

Now because everything in 
Photoshop is connected , and one 
technique is relevant in a whole variety 
of areas, the following sections are only 
loosely themed. What we're really 
saying is that if you don't want to miss 
out, you should read the lot. 


Smarter working | 


1. Ancient History | 


Photoshop’ History feature and its 
related Snapshot option offer many 
new image-editing effects and a useful 
safety net. When you close the file, all 
History states and Snapshots are lost. 


2. Small changes to big TIFFs 


Older versions had a Quick Edit option 
for opening small parts of 
uncompressed TIFF files rather than the 
whole lot. This is now supplied as a 
plug-in in Photoshop 5 and 5.5's 
Goodies folder. 


3. Nudging layers 

Finding it hard to position layers and 
selections precisely? Using the arrow 
keys lets you ‘nudge’ them into position 
one pixel at a time. Hold down the Shift 
key and they move in larger ten-pixel | 
increments instead. | 


4. Instant options 

To change a tool's setting you need to 
find and/or open the Options palette. 
There is a quicker way than hunting it 
down on the Window menu, though — 
just double-click on the tool to display 
or activate the palette. 


5. Clearing up clutter 

No matter how carefully you arrange | 
your palettes they can still obscure | 
parts of the image. Hit the Tab key to i 
hide the lot, then hit Tab again to show | 
them. Use Shift-Tab if you want the Tool 
palette to remain visible. 


6. Don't get snappy 

Photoshop will try to snap selections or 
Crop marquees to the edge of the image 
if they get close enough. This can be a 


Increasing the size of the Navigator palette 
gives you a bigger preview. Double-click on the 
percentage figure to set a custom zoom level. 
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nuisance; to stop it doing so, hold down 


the Control/Command key as you drag. 


7. Handy Guides 


Photoshop offers Guides for precise 
alignment. Drag them off the rulers 


(Control/Command-R toggles them on 


and off) and Control/Command-drag 
them to move them. 


8. The big picture 


Sometimes you need to step back, hide 


all the interface clutter and just see 
your image on the screen. Hitthe F key 
to display the image full-screen, hit it 
again to hide the menu bar and a third 
time to return to normal. 


9. Zoom control 


Use the Zoom in/Zoom out on the 
Navigator palette either side of the 
Zoom slider to apply the usual 
Photoshop Zoom increments... or 
double-click the the Zoom percentage 
figure and type in a new one. 


10. Quick Zooms 

Fit your image in the window by hitting 
Control/Command-0 or, if you want to 
view it at actual size (100%), double- 
click the Zoom tool. Don't hit Control/ 
Command-1 since that switches the 
display to the cyan or red channel. 


11. Automation 


Photoshop's macro-like Actions can be 
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You can use Photoshop's guides to snap text 
and layers into position. Just display the 
rulers (Control/Command-R) and drag 
guides onto the image. 


combined with the batch processing 

options on the Automate submenu on 
the File menu to help you convert and 
optimise whole folders full of images. 


12. Save screen space 


Photoshop's palettes can be combined 
via grouped or tabbed palettes. Drag a 
palette's tab off to separate it and then 
click its Close box to hide it altogether. 
Palettes will also snap into alignment 
against each other. 


13. Permanent States 


Photoshop's History states are lost 
when you close the file, but you can 
make them permanent by selecting the 
state and then choosing New Document 
from the History palette’s pop-up menu. 


14. New windows 


Sometimes you can only judge fine- 
detail changes when you view the 
image from normal distances. Don't 
keep swapping zoom levels, though — 
instead, open a new view (View menu) 
at a different magnification. 


Where have all the palettes gone for chrissakes? To get a clutter-free view of your image, just hit 
the Tab key. Hit it again to get the Tools and all your palettes back. 
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The Save for Web option lets you change the 
output file size, not just its format and 
compression setting. And there's a Blur tool 
for softening JPEG compression effects. 


15. No previews? 


Isn't Photoshop supposed to produce 
thumbnail previews instead of generic 
file icons? If this isn't happening, the 
feature may have been switched off in 
Preferences to save space. 


16. From EPS to bitmap 


Photoshop can open Illustrator and EPS 
files directly. Since these are vector 
files, it can rasterise them at any size — 
just nominate whatever resolution and 
image dimensions you need. 


17. Don't Cancel, Reset 


How often do you hit Cancel in dialogs 
and then start again because you got it 
all wrong? Don't! Hold down Option/Alt 
and the Cancel button changes to 
Reset. You won't have to close the 
dialog at all. 


18. Web optimisation 


Photoshop 5.5's new Save for Web 
window enables you to compare your 
originals to Web-optimised versions 
of your images. 


19. Stop dithering 


If you're generating GIFs for the Web, 
avoid dithering at all costs. If you can't 
squeeze down the colour palette, save a 
JPEG instead. If you can, your GIF will 
look a whole lot better. 


20. Print size 

How big will your image print at its 
current resolution? Click and hold on 
the Info field at the bottom of the main 
window fora quick print preview. 


21. Resolution 


How do you work out the resolution 
needed for your images? Find out the 
screen frequency used by your output 
bureau then multiply this by 1.5 or 2 to 
get the optimum res for your images. 


Selections, masking and paths 


22. Ticklish feathers 


Sometimes you'll want to feather just 
part of a selection. Switch to Quick 
Mask mode, select the area you want to 
feather, apply a Blur, then switch back to 
normal mode. 


23. A smart eraser? 


Photoshop 5.5 has a whole heap of 
tools for dealing with unwanted 
backgrounds. Use the Magic Eraser to 
click anywhere in the background to 
remove any pixels within your chosen 
tolerance setting. 


24. Erase those backgrounds 


Photoshop 5.5’s Background Eraser is 
even smarter than its Magic Eraser. 
Choose a tolerance setting, pick 
‘continuous’ sampling, then drag the 
eraser along just outside the boundary 
of the object you want to preserve. 


25. Not so magic wand 
Photoshop's Magic Wand tool is useful, 
but Colour Range selections can be 
more subtle because they partially 
select pixels, leading to less obvious 
selection edges. 


26. Anti-feathering? 


Anti-aliasing softens the outer edge of 
aselection boundary, but feathering 

softens either side of the boundary. 1- 
pixel feathering produces a smoother 


transition than 1-pixel anti-aliasing. 


27. Following the path 


Preview the shape of each segment 

before you clicked to create a path. 

Look forthe Rubber Band box inthe 
Pen Options palette and click it. 


28. Lasso lessons 


Creating a Polygon Lasso is often a lot 
quickerthan fiddling about with paths 
or masks. The trouble is, it’s easy to 
forget where you started. A simple 
double-click, though, will join up the 
start and end points, 


29. Masks or selections? 


Photoshop's Quick Mask mode is one 
of its most useful options. You can paint 
amask in this mode, then switch back 
to normal mode where it's ready and 
waiting for you as a selection. 


30. Recovering selections 
Nightmare! It’s just taken you about half 
an hourto create a really complex 
selection, and now you've gone and 
accidentally deselected it. Arrgh! Well 
all you have to do is hit Shift- 
Control/Command-D to get it back. 


31. Modifying selections 

To add to a selection, hold down the 
Shift key as you drag out a marquee or 
use whatever other selection tool you 


Need to blur certain parts of your selection but not all of it? Switch to Quick Mask mode, select 
the bit you want to soften and use the Gaussian Blur filter. 


need. To remove parts of a selection, 
hold down the Option/Alt key instead. 


32. Selections transformed 


You can use the transformation tools on 
the Edit menu to modify selected parts 
of your image, but you can also scale, 
rotate and resize the selection itself 

via the Select menu. 


33. Bigger (or smaller) 
sleet 


You can increase or reduce a selection 
by a fixed number of pixels via the 
Modify submenu on the Select menu. 
This can be useful, for example, when 
you want to select an area and then 
feather the selection up to, but not 
beyond, that area (contract the 
selection before feathering it). 


34. Combine paths and 
selections 

Paths can be used to create selections 
via the Load As Selection button at the 
bottom of the Paths palette. If you 
Option-click this button while a 
selection is already active, you can 
choose how they're combined. 


35. Controlled selections 


Hold down Shift while dragging to 
create perfect circles or squares with 
the elliptical and rectangular marquee 
tools respectively. Hold Shift-Option- 
Drag to draw them from the centre. 


36. Tools not working? 


Have all of Photoshop's editing tools 
stopped working? Before you start 
pulling your hair out, make sure you 
haven't got some tiny bit of the image 
selected — and make double-sure by 
hitting Command-D. 


Photoshop's Background Eraser only deletes 
pixels that match those directly under the 
crosshairs, leaving the rest of the image alone. 


For tonal imbalances like bright skies and dull 
foregrounds, switch to Quick Mask, use the 
Gradient tool to cover the sky, then switch to 
normal and use Levels controls to sort it out. 


37. Tricky extractions 


Need to extract an object with a tricky 
outline from an unwanted background? 
That's what 5.5’s Extract Image option is 
designed for. Trace around the outline, 
then fill the area you want to extract. 


38. Resizing selections 

When you resize an image, any active 
selections stay at their old size. How do 
you get round that? Switch to Quick 
Mask mode and then resize the image 
before switching back to normal mode. 


39. Magnetic paths 

Photoshop has a very useful Magnetic 
Lasso tool, but from version 5 on, it also 
comes with a Magnetic Pen, which is 
very useful if you want to create a path 
that follows the shape of an object. 


40. Paths to selections 


You can use a path to create a selection 
via the buttons at the bottom of the 
Paths palette — but you can also create 
a path out of a selection. This won't 
include any transparency data. 


41. Reining in those lassos 

The Polygon Lasso tools is a lot quicker 
than juggling paths, but if you make a 
mistake you've got to start again... 
haven't you? No. You can hit the Delete 
key to backtrack one node ata time. 


The new Extract Image option lets you define 
the edge of the part you want to keep, fill in 
the enclosed area and then sit back while 
Photoshop does all the maths. 
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Layers and effects 


42. Stay together | 


How do you keep two or more layers 
together? With one layer selected, click 
the Mask icon of the layer you want to 
link to it. A Chain icon appears to 
indicate that moving either layer will 
move the other along with it. 


43. Dragging layers 

You can add one image to another by 
dragging it from its window on to the 
other's using the Move tool. Use the 
same tool to drag individual layers from 
one document to another, too. 


44. One at a time please 


Want to view one layer only and hide 
the rest? Simply Option-click the Eye 
icon for that layer in the Layers palette. 
This activates your chosen layer at the 
same time, ready for editing. 


45. Layer mask editing 


If you've created a layer mask, you don't 
have to fiddle about in the Layers 
palette to edit it, as it will also have 
been added as a channel inthe 
Channels palette, and you can edit it 
from there. 


46. Unwanted layers 


When you Save a Copy of a layered 
image, you're not just saving a flattened 
version of that image, but one which 
doesn't contain any of the currently 
hidden layers, either. 


47. Layers from selections 


When you copy and then paste an area 
of your image, it's pasted as anew layer, | 
which is useful for non-destructive 
editing of selections! You can do this in 
asingle step, too, with the 


Adjustment Layers enable you to modify the 
appearance of the layers underneath without 
changing any of the pixels, and you can revise 
your settings at any time. 


Control/Command-J shortcut. 


48. Blending Adjustments 


Adjustment Layers are great for applying 
non-destructive, editable tonal 
modifications. But if you experiment 
with their Blending modes you can 
produce a raft of new image effects. 


49. Promote your backgrounds 


Can't get Photoshop to apply many of its 
effects to your images and don't know 
why? Most likely it’s because they're 
background images that need to be 
promoted to proper layers — just 
double-click on the background in the 
Layers palette and choose a name. 


50. Clippings 

If you Option-click between two layers 
in the Layers palette, transparent areas 
in the lower layer (its transparency 
mask) then become a mask for the 
upper layer. Try it. 


51. Selective merging 

You don't have to flatten all the layers in 
an image, since you can merge the 
current layer with the layer below by 
hitting Control/Command-E. If the 
layers aren't adjacent, link them first 
and choose Merge Linked from the 
Layer Options dialog. 


52. | name this layer 

Create a new layer from the Layer 
palette’s pop-up menu, and you get to 
name it. Create one using the button at 
the bottom of the palette and you 
don't... unless you hold down Option as 
you click the button. 


53. Editable Adjustments 
Adjustment Layers don't modify the 


The Diffuse Glow filter (under Distort) is 
perfect for creating those soft, spreading 
highlights, either to enhance portraits or 
create ethereal landscapes. 


Many Photoshop effects and tools need an alpha channel to work, which means ordinary images 
will usually have to be promoted into a proper layer first — just double-click on their thumbnail and 
accept the default layer name or type in one of your own. 


pixels on the underlying layer, which is 
nice. What's even nicer is that you can 
double-click an Adjustment Layer to 
change its settings at any time. 


54. Hiding Layer Masks 


Layer Masks can be very useful, but 
sometimes you'll want to see what the 
image looks like without them. Shift- 
click on them in the Layers palette. 


55. Painting Adjustments 


Adjustment Layers aren't just for making 
layer-wide modifications to yourimages. 
In fact, they act as masks, so that if you 
select one in the Layers palette you can 
use the Brush and Eraser tools to 
localise and/or modify the effect. 


56. Filter tips 


Most of Photoshop's filters give you a 
good deal of control over the strength 
of the effect you apply. You can gain 
even more control after you've applied 
it, though, by using the Fade option on 


The Smart Blur filter can give a good - and 
controllable — compromise between noise 
and blemish reduction and preserving edge 
sharpness and detail. 


the Filter menu to change the opacity 
and blending mode. 


57. Distorting, the facts 


Distortion, Blur or other filters can 
produce better effects if they're used 
several times in succession with lower 
values. You can hit Control/Command-F 
to re-apply the last filter used. 


58. Blurring the Smart way 


The Smart Blur filter is good at reducing 
grain, digital noise and, often, JPEG 
compression effects. It softens areas of 
even tone, but maintains edge 
sharpness. 


59. Layer Effects to layers 


Layer Effects have been one of the big 
advances in Photoshop tools, but you 
can't edit them in the same way as 
ordinary layers. Or can you? Just select 
the Effect layer and convert it to an 
ordinary one via the Layers palette menu. 


60. Hollywood glamour 


Trying to reproduce the soft-focus 
highlights of old-fashioned showbiz 
photos is tricky using normal 
techniques, but the Diffuse Glow filter 
does a great job in double-quick time. 


61. Non-destructive masking 


Add transparency effects to a layer 
without modifying the pixels in the 
layer itself. Just add a Layer Mask (click 
onthe button at the bottom of the 
Layers palette) and edit the mask. 


Colour, tone and type 


62. Blacker than black 


If you need to print a strong black over 
large areas you're going to need to mix 
in some extra colourto give it the 
necessary depth, or ‘blackness’. 100k, 
60c should do it. 


63. Total contrast 


Few images look right without 100% 
white highlights and 100% black 
shadows, You can choose your 
highlights and shadows via the Levels 
dialog and the eydroppers — use them 
to click on the relevant image areas. 


64. Curve control 


The Curves dialog offers more tonal 
control than Levels. It opens with the 
eydropper tool active, and you can click 
on any part of your image to find out 
where it lies on the curve. 


65. Shades of grey 


You can convert colour images into 
greyscales by changing their mode, but 
you'll get more accurate conversions if 
you switch to LAB mode first, then 
convert the Lightness channel to 
greyscale and discard the rest. 


66. Safety on the web 


You'll want to use web-safe colours if 
you're working on images for web 
pages, especially GIFs. You can loada 
Web-safe swatch via the Swatches 
palette menu — look in the Goodies 
folder and Colour Palettes. 


67. The correct process 

If your image is destined for CMYK 
output, use CMYK mode from the start. 
If you don't you may get some nasty 
surprises when you convert from RGB, 


If you're creating greyscale images from 
colour originals, use Photoshop's Channel 
Mixer to simulate the effect (and how!) of 
traditional black and white photographic filters. 


and you run the risk of using out-of- 
gamut colours. 


68. Gradient conversions 


Stick to CMYK mode for creating and 
editing gradients. If you set them up in 
RGB mode and convert your image 
later on, they won't come out as smooth. 


69. Exposure compensation 
One way of evening up the tones in 
badly-exposed photos is to open the 
Color Range dialog from the Select 
menu and choose Highlights or 
Shadows to select the problem areas. 


70. Level playing fields 

The Levels dialog offers the quickest 
set of tools for basic tonal corrections. 
Drag the end sliders to set highlight and 
shadow points and the middle slider to 
choose overall brightness. 


71. Muddy backgrounds 


You can use the Levels dialog to sort 
out off-white backgrounds very easily 
— just drag the right-hand (highlight) 
slider to the left to chop off the tail of 
the histogram and restore those whiter- 
than-white whites. 


72. Digital darkroom 


Black and white photographers use 
coloured filters to change the tone of 
their images. You can do the same using 
the Channel Mixer, checking the 
Monochrome box. Wind up the red 
channel for dark, dramatic skies. 


73. Indexed colours 


If you're working with posterised or 
non-photographic imagery — logos, 


Looking for an alternative to rubber-stamping 
over blemishes? We used the Dust & Scratches 
filter, added Noise, saved it as a Snapshot and 
used the History brush to paint them away! 


buttons and graphics, for example, you 
can cut down on file sizes by switching 
to Indexed Colour mode. 


74, Out of gamut? 


If you need to work on images in RGB 
mode, even though they're destined for 
CMYK output, choose Gamut Warning 
from the View menu first. Any colours 
out of gamut will display as grey. 


75. Feeling flat, washed out? 


Flat, underexposed images don't always 
respond to straightforward brightness/ 
contrast adjustments. Instead, 
duplicate the layer and choose Multiply 
rather than the normal blending mode. 


76. Local History 


You can apply what would normally be 
large-scale effects by ‘painting’ them on 
using the History Brush. Apply the 
effect to the image, save itas a 
Snapshot, and use it as the source for 
the History Brush. 


77. Creative type 


Instead of creating a standard text layer, 
try adding your text as a type mask 
instead. This lets you create realistic- 
looking bevel effects. 


78. The right type 
Photoshop now supports editable type, 


If you're generating index-colour GIFs for the 
web, use Photoshop's web-safe colour 
swatches to avoid any danger of dithering. 


but you cant apply standard filters to it. 
Instead, render your text as a bitmap 
layer via the Layer menu. 


79. Type control 


Photoshop now has more control over 
type. You can change the font, size and 
colour of individual characters and the 
Kerning by holding down the Control 
and Option keys (Command-Alt on the 
Mac) and hitting the left/right keys. 


80. Transparent text 


You can use the ability to split layer 
effects from the layers themselves to 
good effect. Create a text layer, apply a 
drop shadow, then separate and delete 
the text layer itself to leave the shadow. 


81. Text fills 


You can fill text with a gradient, texture 
or image without converting it to a 
raster layer first. How? Place your fill on 
the next layer up, then option-click 
between the layers in the Layers 
palette to create a Clipping Group. 


Text filled with an image? With a drop shadow? And still editable? We did it by placing the text on 
the layer below the image, then combining them as a Clipping Group before adding the drop 
shadow Layer Effect to the text. 


Fixing up and painting 


82. Fresher freeze-frames 


Stills taken from video footage can look 
pretty poor, but you can reduce noise 
and improve detail by picking two or 
more frames with little movement and 
using blending modes to combine them 
ina single still. 


83. Underexposure 


Underexposure is the biggest problem 
with amateur photography. [ry saving a 
greyscale copy of the image, loading it 
as a selection, then filling the image 
with 50% grey and using the Color 
Dodge option in the Fill dialog. 


84. Crop rotation 


Photoshop's Crop tool is a real 
time-saver, since you can use it to 
eliminate unwanted bits of the image 
and correct sloping horizons or skewed 
scans at the same time. 


85. Crop and resize 

The Crop tool has an even smarter trick. 
You can specify image dimensions 
and/or resolution in the Options 
palette, so that it crops and resizes ina 
single action. 


86. Rewriting history 


To clear up marks and blemishes, use 
the Dust & Scratches filter, then add 
some noise to simulate grain, save the 
result as a Snapshot, then use it with 
the History Brush to paint over 
damaged areas of the original. 


87. Clone vs Blur 


The Rubber Stamp tool is the usual 
choice for blotting out spots and 
blemishes, but in even-toned areas like 
skies, the Blur tool is quicker, easier 


Why take a risk by editing your selections 
directly on the layer? Hit Control/Command- 
J to copy them to a new layer where you can 
work on them without changing the original. 


and often gives much smoother, more 
seamless repairs. 


88. Beyond the fringe 
Anti-aliasing is great for smoothing 
selection edges, but can produce 
fringes if you then place a cutout 
against a different-coloured 
background. The Defringe option on the 


Layer menu is designed to put this right. 


89. Quick copies 


You can quickly copy an area of an 
image by selecting it and then option- 
dragging it with the Move tool — the 
copy becomes a floating selection you 
can move around at will. Itcan bea 
handy alternative to cloning. 


90. Safe editing 


When you want to edit a selected part 
of your image, copy and paste it first. 
This creates a duplicate of the selected 
area on a new layer, so that you don't 
have to mess with the originalimage 
while you're experimenting. 


91. Red-eye reduction 


Switch to Quick Mask mode, dab over 
your subject's retinas with a suitably- 
sized brush, go back to normal mode, 
invert your selection then tweak the 
Hue/Saturation sliders to restore a 
realistic eye colour. 


92. Softly, softly 


Photoshop has a variety of pressure- 
sensitive tools (18 in version 5.5), 
including the Airbrush, Blurand 
Smudge tools. Worth checking out if 
you're using a graphics tablet. 


93. Art History 


Photoshop 5.5's Art History Brush 
works like the History Brush, except 
that it applies natural media-style paint 
effects while it's doing it. Experiment 
with small brush sizes, varying the 
styles and transparency levels. 


94. Precision drawing 


Most of the time you'll want the cursor 
to reflect the size of the brush you're 
using — you can set this via the 
program preferences. Pressing Caps 
Lock at any time reverts to precise 
crosshairs. 


95. Better gradients 


Photoshop 5.5 generates smoother 
gradients than earlier versions, with 
well-suppressed banding. It also offers 
three new gradient styles — ‘angular’, 
‘reflected’ and ‘diamond’. 


96. Better brushes 


Photoshop comes with a variety of 
brush shapes, but you can create your 
own, too. First create your brush shape 
with a selection. Next, choose Define 
brush from the Brushes palette menu. 


97. Painting from scratch 


Create your own impressionistic art from scratch with Photoshop 5.5's ArtHistory Brush. Clear your 
image, save it asa Snapshot, and paint over it using the original image as the source for the brush. 


As well as choosing custom brushes, you can 
apply wet edges, fades and variable opacity to 
Photoshop brushstrokes, making it a more 
effective painting tool than you might think. 


You don't have to paint over an existing 
image when using the Art History Brush. 
Instead, create a blank canvas ona new 
layer, but paint on that instead. 


98. Delete or fill? 


Deleting a selected part of a layer makes 
the selection transparent. Hold the 
Control/Command key as you delete it, 
though, and it’s filled with the current 
background colour. Option-Delete fills 
the selection with the foreground 
colour. 


99. Realistic painting 


Photoshop simulates natural media 
more effectively than you might think. 
Try setting a Fade rate for the Pencil, 
Brush and other tools. 


100. Vector editing 


Combine Photoshop power with the 
editability of vector- based illustrations 
— any Photoshop path can be ‘stroked’ 
to apply a painting tool or effect along it. 


101. Softer clipping paths 


It's near-impossible to create decent- 
looking clipping paths around human 
hair, so try softening the outline with 
the Airbrush, using the final 
background colour, then create 

the clipping path a few millimetres 
away. 


Photoshop comes with a selection of brushes, 
including circles in a range of sizes and 
softness. But you can also create your own 
from any selection via the Brush palette menu. 
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Photoshop 6 tips 


The tips on these pages are here to help you move smoothly 
through Photoshop's filters, layers and optimising images for 
the Web. We reveal a few tricks of the trade... 


emory issues are always one to check out 
fl i first, so make sure you have enough RAM 
on your machine. We have looked at three 
key areas: filters, optimising images for the 
Web, layers and layer masks. They're all used in 
graphic and online design. 


Filters 

There are now 14 different submenus in the 

Filter dropdown list — and many more if you use third 
party-developed filters, including freeware and 
shareware filters from the Internet. In these tips, we're 
going to point out the most useful day-to-day ways of 


getting good results quickly. Filters can be applied to 
the whole of image ona layer or just to a selected 
portion of an image. 


Memory 

The first thing to consider when using filters is the 
amount of memory available to Photoshop. Some 
filters only work in RAM memory to recalculate new 
pixel values. The more RAM memory Photoshop has, 
the better. 


Mode 

Many filters only work in RGB and not CMYK. 

They don't work at all on Bitmap, Index or 16-bit per 
channel images. 
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Unsharp mask is one filter that tends to be applied to almost all 
edited images because it can sharpen detail. 


Method 

Many filters can take a long time when applied to high 
resolution images. Some filters provide a preview 
window which displays the effect onan area. 

You could try using a low res version using your effects 
to make sure they give you the required results. 


Reusing filters 
To reuse Filter effects again, record the procedures 
using the Actions palette. 


Unsharp mask and Gaussian blur 

While Adobe Photoshop contains a variety of filters, 
the basic tips apply to all of them. We've picked two 
frequently used Production filters to expand on: 
Unsharp mask and Gaussian blur, because many of the 
Render and Artistic filters require more lengthy 
explanations and tutorials to get the full effect. 
Unsharp mask and Gaussian blur tend to be applied to 
almost all edited images because they can sharpen 
detail or mask problems with an image. Tips about 
memory issues apply to most filters, because they are 
small applications which run inside Photoshop, and 
generally speaking, each needs RAM to preview and 
perform the effects. 


A sharper image 

One of the key filters used in Photoshop has always 
been the Sharpening filter. Of these, Unsharp mask is 
really the main filter for most jobs. Unsharp masks give 
you precise control over your sharpening. It provides 
that wonderful Preview window giving you control over 
how much you need to apply. Unsharp mask finds the 
edges where a run of pixels meets pixels with a 
different colour. It does not affect areas that aren't 
edges, and in doing so, it does not end up adding 
artifacts to your image (unwanted changes in pixels). 
The amount of sharpening is governed by the density 
of pixels in your image. 


For print 

For print images with resolutions of 300ppi you can 
apply the filter over a greater radius. Sharpening 
onscreen tends to be more dramatic than the effect on 
printed images. 


For screen 

When sharpening images for the Web, bear in mind 
that what you see sharpen on your screen is the effect 
you will see displayed in a browser. The colour gamut 
however may be different. 


Save until last 

Use Unsharp mask as the last process in any job for 
print or Web because it can generate unwanted 
artifacts that can be magnified by other filters. 
Finally, you can run Unsharp mask more than once if 
using low settings: it produces better results than 
applying in one session. 


Softly does it 

The opposite to sharpening is blurring. This reduces 
the contrast between pixels and softens edges. It is 
useful for hiding defects in an image and for creating 
depth inimages by, for example, blurring the 
background while sharpening the foreground. This 
works best once you've separated elements onto their 
own layers. (See layers and layer masks) 


Gaussian blur 

The advantage of using Gaussian blur on any image is 
the control it gives you. On the Preview window, drag 

the slider to apply blurring. However, be aware that as 
you increase the radius, the image will become more 

and more blurred. 


Optimising images for the Web 


Photoshop still remains one of the most-used 
applications when it comes to producing static images 
to be used ona Website. 

ImageReady, which is integrated with Photoshop, 
takes the production of rollovers, animations and 
whole pages a step further. 

Optimising images always involves a degree of 
compromise: the need to reduce images to a 
resolution of 72ppi tends to lead to lack of detail, but 
also reduces the amount of memory the image takes 
up on the server. It also reduces the download times to 
a browser. 

By selecting different formats and settings in 
Photoshop, you can trade off quality with file size. 


Which method? | 
Photoshop itself offers two methods forsavingimages | 
forthe Web: 
Save as... | 
The first way is to save as .gif, jpeg or .png. This method 
however offers no comparison between the formats. } 
Save for Web... | 
The second and more effective way is to Save for | 
Web... This option displays a window giving 2up or 4up 


v Uncompensated Color 
Standaré Windows Color 
Standard Macintosh Color 
Use Document Color Profile 


28.0 Kbps Download Rate J+] 
256.0 Kbps Download Rate_ |] 


These days people tend to have modems that connect at 
56K; the standard setting in Save for Web is 28K. Changing 
the setting using the dropdown list will give you a more 
up-to-date speed. 


Preview windows 


Many filters display a Preview window showing the 
resulting effect. Click your mouse on it to get a subtle 
indication of the difference before and after. You can 
zoom into the effect at a greater pixel depth. Some 
filters can take a long time, especially on very large 
high resolution images. The flashing line under the 
Zoom Percentage indicates that the filter is being 
applied - when it stops, the filter has finished. To 
avoid the filtering affecting the whole image, uncheck 
the preview box. When the cursor enters the Preview 
window, it changes to the grabber hand. Click the 
mouse down and hold, and drag to view other areas of 
your image. Move the cursor over the image window 
and a small box appears. This enables you to target a 
particular area of your image to see the results. 


views of your image. The top left is the original image, 
and the others can be used for comparative display - 
to compare different settings for a .jpeg image with 
different compression settings, for example. 


File formats 

When it comes to saving images for the Web, there are 
two main types: 

Text and graphics 

If you have an image which has solid areas of colour 
and logos that are line art, then .gif format is ideal 
because it compresses solid areas and preserves the 
edge detail in an image. It is an 8-bit system which 
reduces the number of colours to a maximum of 256. 
We don't therefore recommend it for 24-bit images 
such as photographs or pictures containing continuous 
tone because it degrades the quality. As with jpeg, 
Photoshop also supports a lossy method of 
compression for .gif (one which selectively removes 
data) to reduce the size even further, but at a cost 

to quality. 


Working with photographs 

With images such as photographs or pictures 
containing continuous tone .jpeg allows not only 24- 
bit colour support, but also maintains the subtleties in 
brightness and hues. Files can be reduced in size by 
compressing the data. jpeg selectively removes data 


The Save for Web window displays with 4up preview selected. 
To help you make your choice, increase the View Size using the 
Zoom tool and the grabber hand to move the image around in 
the preview windows. 
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One of the most underrated techniques in Photoshop has to be 
clipping groups. These enable you to apply the pixel data of one 
layer to the pixel data of an underlying layer, completely 
ignoring the transparency of that layer. It's great for clipping an 
image onto text or an image onto an object. 

To clip, select the line between two layers and Alt/Option-click 
to apply the pixels from the top to data underneath. 


(known as lossy): the greater the compression, the > 
more data that is lost and the greater the reduction in 
quality. Progressive jpegs are great because they 
download as low res versions first, giving you a basic 
image, and then proceed to download more data which 
improves the quality. | 


To PNG or not to PNG 

The third option is .png. Not all browsers support this 
format, however and on the Internet it is vital that your 
images should be seen. No one wants the red cross in 
a box. 


Preparing for Web 

When preparing an image for online presentation, 
there are a number of procedures to go through. What 
size is yourfinal image to be? The larger the file the 
longer it takes. 


Cropping an image 

Crop your image so that only relevant parts are 
kept (you can crop to a newrresolution using the 
Crop tool). Hold down the Control/Command to 
get fine positioning near the edges of the images to | 


Open an image as a target for the actions. In the Actions palette, 
create a new set from the buttons or dropdown list. Within that 
set, create a new action and name it. Once you click OK, you're 
off and recording. 


be cropped. 

Resize 

You may have to resize the image to reduce download 
time: Image>Image Size. If you have not changed the 
resolution of your image, do so before changing the 
image size (generally by pixels 72ppi) Once resized, 
use Unsharp to put back some of the detail lost in the 
resizing process. Any change to an image which 
involves some sort of transformation will degrade the 
detail and quality. 


Unsharp mask 
Applying Unsharp mask as described earlier gives 
control over the details you put back. 


Save for Web... 

Select the 4up option. This allows you to choose 
various jpeg settings, from high to low. Choosing the 
best setting is always very subjective: it's always going 
to be a trade-off between quality and download time. 
Use the download time displayed in the Preview 
window to give an indication of trade off. 


Colour gamuts 

If you are working on Mac, bear in mind that a PC’s 
windows gamut (colour range) display is darker than 
the Mac. To see the effect, jump to /mageReady and 
select View>Preview>Standard Windows Colour. 


Layers 

As more and more people use Photoshop as their main 
design tool when creating Website or rich media 
images, the need for control becomes paramount. 
Photoshop has a number of techniques for maintaining 
your sanity when creating complex images: Layer 
names, colour codes and layer sets. 


Naming layers 

Get into the habit of naming layers. With Photoshop, 
you have the ability to use up to 8,000 layers 
(memory permitting) - not that you'd ever need 

that many in most day to day work. Naming layers 
also helps if you have to come back to a job ata later 
date, or if someone else has to make amendments to 
your creation. 


Creating layers in Photoshop 

The way you create layers affects the way you set 
things up, by using the dropdown lists in the Layer 
palette. New Layer... opens a layer's Property dialog 
box which allows for naming and colour coding of a 
layer. Using the buttons along the base of the palette to 
create new layers circumvents the Layer properties 
dialog box. Holding down the Alt/Option key and 
using the Layer button calls up the Layer Properties 
dialog box. 


Duplicating layers 

The same modifier works when duplicating layers. A 
quick and simple way to duplicate an existing layer 
(useful when experimenting with the Extract 
command) is to mouse down and drag an existing layer 
to the new layer button. This creates a perfect copy, 
and adds the word copy to the layers name. Holding 
down the Alt/Option key when performing this 
operation calls up the Layer Properties dialog box for 


Again and again... 


If you find that you're doing the same process on 
images, it's more efficient to record your actions 
using the Action palette. By recording your actions, 
you can replay them on individual images or even 
batch a whole folder containing the files you need 
to process. 

First work out the basic set of actions you are 
going to apply. The tips on preparing for Web are good 
examples of standard procedures that can also be 
saved as actions. 

Open an image as a target for the actions. In the 
Actions palette, create a new set from the buttons or 
dropdown list. Within that set, create a new action 
and name it. Once you click OK, you're off and 
recording. Work through your procedures. When 
you've finished, click the button with the black square 
to stop recording. The action is then ready for use. 
This gives youa general set action which can be 
applied to images of a similar nature to the one you 
used as the test image. You can control the actions 
individually by clicking in the square next to the tick 
box: this stops the action and allows you to make 
choices, for example, cropping an image to the size 
you want, rather than just using the original test crop. 


naming and colour coding. 

Layer sets 

Using layer sets allows for greater organisation and 
control of the layers, enabling you to group layers with 
their effects or to organise buttons fora Website 
design. Sets can be colour coded, layers within that set 
taking on that colour code, but these can be 
overridden for each layer. 


Naming sets 
Again the Alt/Option-click works when creating new 
sets using the new set button. 


Note: 
Layer sets by default have their Blending mode pass 


By double-clicking on the ‘f, you can open the Layer Style box 
to edit an existing style or add a new one. 
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Rasterize 


Adjustment layers are the most flexible ways to make 
corrections to an image, with control over how edits are made. 


through, which enables the individual layers to have 
their own settings. The Sets Blending mode can be set 
to affect all the layers it contains or used to add an 
extra effect to a layer with a Blending mode already 
applied, compounding the effect. 


Linking layers 

By linking layers together, separate images can be 
moved and transformed as one item without you 
having to merge all the layers together. 


Layer via copy 

This is a favourite feature of many designers. A layer or 
a selection from a layer can be copied to a new layer 
Layer>New Via Copy (use the Alt/Option key as well if 
a layer needs naming). 

This method is great for splitting an image into 
multiple layers for editing! (For example, adding depth 
of field.) Sharpen the foreground image, while blurring 
the background. 


Adjustment layers 
If you have to make corrections to an image, one of the 
most flexible ways is to use Adjustment layers. 

These provide control over how your edits are 
made. First select the dropdown list 
Layer>Adjustment Layer and choose from the various 
options, or use the button on the Layer palette to pop 
up the list. 

Once the selected edits have been made, a layer 
is created above your Image layer: the effects are 
always editable. 


buttons for an e-commerce site is quick and simple. 


Once you've applied a correction, if you're not 
happy with the result, then double-click the Layer icon 
to make further changes. Note that the layer can also 
behave like a mask. You can use a Paint ora Vector tool 
to select which parts of the image are affected. 

The Layers transparency also affects how intensely 
the edits are applied - the lower the setting, the less 
the effect. 


Masks 
Layer masks can be now created with two different 
methods: by pixel or by vector. 


Pixel 

Method one has been in Photoshop since version 3, 
but even this can be applied in a number of ways. 
Firstly by simply using Layer>Add Layer mask>Reveal 
Allor Hide All. 

This option fills the mask with white to show or black 
to hide. By using any of the Paint tools, areas can be 
revealed or hidden. Using any of the selection tools, 
any area of your image can be marqueed for filling with 
black or white depending on the effect required. Use 
Alt/Option-Delete to fill with foreground colour. 

The idea of creating a selection first can be pushed 
further when it comes to masking with pixels. Create 
your selection using the selection tools. 

When selecting, you can change tools at any time 
and the options provided in the Tool Options bar to 
add, subtract or intersect allow complex selection to 
be created easily. (Note: you can use the Shift key to 
add a selection or Alt/Option to subtract). 

Once your selection is made, use Layer>Add Layer 
Mask>Reveal Selection or Hide selection to create a 
mask based on your selected area. 


Vectors 
Masks can now be created using vector-based paths. 
Even this entails two methods. Firstly, select 
Layer>Add Layer Clipping path>Reveal Selection or 
Hide selection: this generates a Mask icon on the 
layer. When you define an area with any of the vector 
creation tools, it reveals or hides the area. 

Use the options provided in the Tool Options bar to 
add, subtract or intersect with different shapes, or use 
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Bevel and Emboss 
Color Overlay 
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@ Bevel and Emboss 
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Give layers names that reflect their content. Text layers 
generate their own names depending on the text you've keyed. 
To name a layer once it's been created, Alt/Option and 
double-click to rename the layer. 


the Pen tool to define your mask. A major benefit of 
this method of masking is that the vectors stay editable 
enabling fine changes to a path using the selection 
tools. The second method uses a vector path that you 
have produced using the Vector tools. 

With either a save path or working selected, use 
Layer>Add Layer Clipping path>Current path to 
produce your mask. 

The data for the mask is stored as vectored 
information and thus saves space by not generating an 
extra channel, as does the pixel-based mask. 


Disabling a mask 

To temporally turn off a mask, hold down the Shift and 
click on the Mask icon. Repeat to make the mask 
active again. 


Applying complex effects to any layer is 
now very easy using Layer styles. 

‘They can be applied via 
Layer>Layer style> (chosen style) or 
selected from the bottom of the Layer 
palette. Once an effect has been 
applied to a layer, an f appears on that 
layerwith an expand and contract arrow. 
‘These styles remain active and can be 
edited at any time. 


Saving styles 
Ifyou've produced a particular effect 
‘that you like, it can be saved foruse in 


. the same design brief. 


the same job, forfuture use or evento 
supply to someone else working with 
BB Blanket (rexture) 

Saved styles are stored inthe 
Styles palette. To save a style, 
double-click the style F icon - this 
‘opens the Layer Style palette. Select 
‘the Save option, name your style, click 
OK to add to the Styles palette. From 
here you can re-apply the style to any 
layer: it will be stored in Photoshop for 
future use and can even be saved within 
‘sets. Note you can also load predefined 
styles into your existing palette. 


BE Nebula Texture) 

HE Sunspots (Texture) 
BE Tie-pyed Silk (rexture) 
OF Misseled sky crext) 
jee Chromed Satin (Text) 


1G) Overspray (Text) 


to any layer, any job and even saved 
for use on another computer. 


Plug-ins Buyers Guide 


Compatibility issues 
with PS7 and OS X... 


When Adobe launched Photoshop 7 
for OS X, there were immediately 
some worries about older plug-ins 
not working in native mode. These 
worries were, of course, justified, as 
OS X itself doesn't permit native 
applications to call on Classic code. 
The general consensus is, if you 
want to use your classic plug-ins, 
boot up in OS 9 orrun Photoshop 
as a classic app within OS X. On 

the PC though, all plug-ins should 
work fine — Adobe hasn't changed 
the Photoshop API at all on the 
Windows platform. 

Another worry, this time for both 
Mac and PC users: Adobe changed 
the format of its serial numbers. This 
meant that any plug-in locking itself 
to your old-style serial number would 
fail to work. However, Adobe thought 
of this and included a new Preference 
option to enter an earlier Photoshop 
serial number. 

Many plug-in manufacturers 
such as Procreate, Auto FX and Alien 
Skin have updated their products to 
run natively in OS X now...so OS X 
Photoshop users and plug-in fanatics 
will at last be able to use their 


software without any glitches. 


Product Platform Price Company Contact Verdict 


DreamSuite 1.0 PC/Mac £210 Auto FX www.autofx.com 
a plethora of features for creating all manner of special effects, DreamSuite is Auto FX's latest venture into the world of Photoshop 


reflections, shadows, 3D effects and more are all possible within this comprehensive and intuitive yet 
the full Dreamy Photo plug-in on the CD. 


| Mr Contrast PC/Mac $20 Flaming Pear www.flamingpear.com De] 
‘This effort from Flaming Pear enables you to ramp up and exploit the potential of contrast in your images — producing some diverse effects. The 
Heston: Gstae. so that instead of having to use curves and the like in Photoshop, you can adjust your image with handy sliders. 
that can't be done in Photoshop with a little work, but nevertheless useful and good value. 
DDOBE 


nik Sharpener Pro PC/Mac £269 nik Multimedia www.nikmultimedia.com 
ete aren es 1 Nts acu ae osoeop atv papans nok feat Utah Ines 


intuitive sharpening tools with some pretty in-depth options. Options including the ability to prepare images colour laser printers, 
inkjets and the Web. There’s also automatic compensation for jaggies and moiré patterns. Top stuff~a little expensive, Se 


This intelligent, professional and value for money colour correction plug-in provides four colour correction toolsets - Colour Balance, Black/White 
Point, Brightness, Contrast and Saturation and Hue Selective Edit. Each is intuitive and a joy to use. Relea bs Ais Lk 
iCorrect Professional, but with extra tools, this really goes a long way to laking the pain out of colour correction in Photoshop. 


iCorrect EditLab 2.0 PC/Mac $119  Pictographics www.picto.com 


Splat! PC/Mac $99 Alien Skin www.alienskin.com 


From a distinguished plug-in manufacturer such as Alien Skin, you expect top quality Photoshop plug-ins. Unfortunately, Splat! 
‘Comprising six filters, including ASCII art, Border Stamp and Frame, the plug-i rpuclages ote, has nama a wb of 
real use to the creative professional. One for quick effects certainly, but extremely limi 

BOGE 


ScatterLight Lenses PC/Mac $98 . Andromeda www.andromeda.com 


ScatterLight Lenses enables you to create a variety of soft-light effects, which would otherwise be a time-consuming mixture of filters, levels, hue 
and saturation and the like if attempted with Photoshop's native tools. The plug-in aims, in part, to emulate a traditional soft-focus lens — 
scattering a percentage of unfocussed light across an image. A good amount of presets and tweakable parameters coupled with pleasing results. 


KnockOut 2.0 PC/Mac £299 Procreate www. procreate,com Dk De) 


KnockOut 2 from Procreate aims to simplify the task of acheiving perfect masks and cut-outs. Version 2 adds more touch-up tools for repainting, 
and re-erasing areas manually, and a new Photoshop-esque bar along the top provides options to quickly switch between tools. It's 
quite expensive at just under £300, but it’s great for masking transparent images like glass or liquid. 


Flexify PC/Mac £14 — Flaming Pear www. flamingpear.com 


An odd offering from Flaming Pear, Flexify enables you to create foldable solids from panoramic images. The standard Flaming Pear interface, 
the option to save settings and a variety of adjustable parameters unfortunately doesn’t prevent this filter being of no particular use to the 
creative pro (apart from those fascinated by origami). 


Eye Candy 4000 PC/Mac £119 Alien Skin www.alienskin.com 


The update to Eye Candy adds a new interface, more tools and better control over effects. Some of the filters are still rather gimmicky, but 
nevertheless, it’s a plug-in package that can add a new dimension to your artwork. 


Dizzy PC/Mac $99 Vertigo www.vertigo3d.com 


Dizzy enables you to import 3DMF files into Photoshop, rotating and transforming the models in an intuitive, user-friendly interface, before you 
place the final rendered image on your canvas. The ability to include a wireframe image of your model is one of the plug-in’s best features, 


Flaming Pear Essentials PC/Mac £76 Digital Workshop — www.flamingpear.com 


pemee Tace Bani Pest popyias Photestop lus ye Mags, Flaming Pear Essentials is a varied and useful set of filters. The pick of the 
bunch is SuperBladePro, which enables you to create stunning and complex textures. Costing only £76, this is great value for money. 


HotTEXT PC/Mac $79 — Vertigo www.vertigo3d.com 


Hot TEXT enables you to create 3D text effects directly in Photoshop. You can extrude, add bevels to and, most usefully, place text on a path. 
Transparency, shadows and anti-aliasing can be adjusted. Overall, 3D Text in Photoshop at a bargain price. 


EtchTone PC/Mac $89 Andromeda www.andromeda.com EEE 
EtchTone aims to enable the user to recreate the look of traditional etching. The usual Andromeda gimmick-free interface is here, helping you to. 
render your images with etched-like effects. To produce more complex images and effects, the plug-in enables you to overlay the etched effect 
with the original image using a variety of blending modes. Quite limited, but could be handy for some jobs — and it's cheap as well. 


Product Platform Price Contact Verdict 


AutoEye 2.0 PC/Mac $129 Auto FX www.autofx.com Le He Se 3H} 


Colour correction in Photoshop is a tricky and indeed tiresome task. AutoEye 2 joins a host of Photoshop-compatible plug-ins aiming to simplify 
the task. AutoEye runs on both PC and Macs, is native on OS X and looks very different to the first release. Put simply, the plug-in enables you to 
enhance the colours and details in your images by using a vast amount of controls and a good range of presets. Easy to use and effective. 


DreamSuite Series Two PC/Mac $149 Auto FX www.autofx.com EEEBE 


The main aim of DreamSuite is to create special effects that are impossible, or extremely difficult to do in Photoshop. The 12 effects on offer are 
varied, ranging from Mesh, which gives your image a weaved look, to Wrinkle, which warps your image into a cloth-like shape. Other effects 
enable you to place a plastic wrap on your image and place it inside a fake negative or transparency holder. A solid, and varied filter set. 


Photo/Graphic Edges5 PC/Mac $199 Auto FX www.autofx.com 


Photo/Graphic Edges, as the name suggests, enables you to add effects to the edges of your images — producing irregular frames and vignettes, 
complete with a variety of texture and lighting effects controls. The standard Auto FX interface is here and, as with all of the company’s products, 
the plug-in is intuitive and friendly to use. Overall, a good way of creating irregular shaped images or adding frames. 


Web Euphoria Mac $295 _ DigiEffects www.digieffects.com DDD 


An extremely complex and unintuitive interface is the big let down in this promising set of filters. Although capable of some great effects, even 
the most dedicated plug-in user will struggle to operate the fiddly controls. Patience is the key, here. 


Company 


nik penPalette PC/Mac $99 nik Multimedia www.nikmultimedia.com DBE 


penPalette is a joint venture from Wacom and nik Multimedia. A Photoshop plug-in designed for use with (but not limited to) a Wacom tablet, 
penPalette, by means of Layer Masks, enables you to paint filters onto your images. Rather than making selections using Photoshop's native 
tools and applying a filter, just grab your stylus and paint on the canvas. It works well — and anyone with a tablet should consider it. 


LensDoc Mac £81 Andromeda www.andromeda.com 


Another of Andromeda’s Photoshop plug-ins, LensDoc reserves its attention for photos taken through wide-angle and zoom lenses, and then 
straightens out your image. The process is simple - just identify and mark points on your image that belong to a common feature that’s bent out 
of shape, and the plug-in does the rest. A specialist plug-in that works well - simple as that. 


Perspective PC/Mac £70 Andromeda www.andromeda.com DEE 


This plug-in aims to help you with matching up perspectives within your Photoshop creations. While it helps adjust perspectives on shapes with 
ease, using a simple virtual camera concept, there are frustrations. These include no ability to save preferred camera angles and no background 
visibility (you can’t line up objects with background images ~ somewhat defeating the point). Stick with Photoshop's native Free Transform tool. 


Melancholytron PC/Mac $20 — Flaming Pear www.flamingpear.com Dee] 


Daft name, sensible plug-in. That just about sums up this plug-in from Flaming Pear. Basically, Melancholytron will add an aged look to your 
image. You could of course do this directly in Photoshop. It is only $20 though, and has a host of parameters. 


Harmony Mac $79 Hot Door www.hotdoor.com DBOEE 


Harmony from Hot Door is a plug-in colour picker for Photoshop. Using colour theories, the plug-in enables you to choose harmorious colour 
schemes, This can be useful when designing logos, or producing finely-tuned Websafe colour schemes. A different, and interesting effort. 


KPT Effects PC/Mac £150 Procreate www.procreate.com BODE 


KPT is back and with it brings an array of new effects aiming to enhance your lifeless images. Included in the new release are FraxFlame Il, for 
creating fractal flames, Hyper Tiling for complex tiling effects and Lightning for, yes, you've guessed it, adding realistic lighting to your images. 


Xenofex PC/Mac £100 Alien Skin www.alienskin.com DEE 


Another effects-heavy filter package from Alien Skin, Xenofex, although a little dated, is a much better offering than the recently-released Splat! 
16 filters are here, with effects ranging from clouds, lightening and stains to television scanlines and repeated stamp effects. Easy to use and 
pretty diverse, Xenofex will please those wanting to add something a little kooky to their Photoshop imagery. 


iCorrect Professional PC/Mac $139 Pictographics www.picto.com DDH 


A complex utility with a friendly face, iCorrect Professional is a great colour correction tool that globally corrects images based on user-defined 
colour points. A clean, simple interface with underlying scientific colour-correction theory make this a winner. 


SuperBladePro PC/Mac $30 Flaming Pear www.flamingpear.com DBD 


Perhaps Flaming Pear’s most celebrated Photoshop plug-in, SuperBladePro enables you to knock up complex textures in no time at all. A variety 
of easily-adjustable parameters and the abilty to save your settings, combined with some good Bevel and Emboss effects make this a valuable 
addition to any Photoshop arsenal. 


Plugin Galaxy 1.01 PC/Mac $49.95 The Plugin Site www.thepluginsite.com BEDE 


Muth like Eye Candy 4000, Plugin Galaxy from Harald Heim is dedicated to creating a wild and varied range of filters. Bluuur, Fusion, Instant 
Mirror and Zoom are just a few of the excellent effects on offer here and all are relatively simple to use. Great results for little cash. 


Deep Paint PC/Mac $20  RightHemisphere  www.deeppaint.com BOO 
Deep Paint brings an impressive amount of natural media tools to Photoshop. Brushes work in two ways: flat colour (like standard natural 
media) or in bump map mode. The textured media, such as pastels and oil paints have 3D-like qualities not seen in any other plug-in. Certainly 
‘one to watch. 


Alien Skin 

Sales: [t] +1 919 832 4123 

Tech support: [w] www.alienskin. 
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Auto FX 

Sales: (buy online) 

[w] www.autofx.com/ 
purchase_ page/ 

Tech support: 

[e] techsupport@autofx.com 


Chroma Graphics 

Sales: [t] +1 650 685 6800 
Tech support: [e] techsupport@ 
chromagraphics.com 


Extensis 

Sales: (CU) [t] 020 8200 8282 
Tech support: 

[w] wwwextensis.com/support/ 


Flaming Pear 

Sales: (Buy online) 

[w] www. flamingpear.com/ 
purchase. html 

Tech support: 

[w] wwwflamingpear.com/faq.html 


Hot Door 

Sales: (Buy online) 

[w] www.hotdoor.com/store/ 
index.cfm?DID=42 

Tech support: [w] www.hotdoor.com 


Pictographics 

Sales: (Buy online) 

[w] wwwpicto.com/drbuy.htm 
Tech support: 

[w] www picto.com/support.htm 


Procreate 

Sales: (CU) 020 8200 8282 

[Ww] www.procreate.com 

Tech support: 

[w] www.procreate.com/support 


Right Hemisphere 

Sales: [t] 020 7482 4858 

Tech support: [w] http://us. 
righthemisphere.com/support/ 


Vertigo 

Sales: [t] +1 604 684 2113 
Tech support: 

[e] support@vertigo3d.com 


Index 
a 


Auto image controls 
Altercast server software 
Action palettes 

Actions 

Adobe Streamline 
Animation 


Acrobat Distiller 


b 


Blurring (preventative) 
Blurring for motion 
Brushed aluminium effect 
Blending 

Blending sliders 

Brush strokes 


Burn & Dodge tools 


C 


Colour contrast 

Colour reduction (online) 
Chrome effect 

Custom brush tool 
Composite imaging 
Creases 

Channel options 
Compound shapes 


Caricatures 


p52 

p69 
pi7 

p35 
p64 
plg9/81 


p221 


pill 

pi3i 

plo 
pl77/p188 
piso 

p45 


pl43 


pl25 
p187 
pl08 
p65 
pla 
pl23 
pl6/p41 
p44 
p80 


Clipping paths 
Clone stamp tool 
Colour dynamics 


Compression 


d 


Droplets 
Digital artefacts 
Dual brush feature 


Distorted pixels 
Effects 


Filters 
Foreground/background colour 
Free Transform tool 

Folders 


Feathering 


S 


Galvanised metal 
Gradient fill 
Gradient transparency 


Graded colours 


p95 
cols 
piss 


pisg 


pl4 
pl28 
p65/155 


p80 


p88 


pl6/88/246 
pl59 

p70 

p131 


p241 


pii2 
p44/p135 
pal 


pl76 


h 


Hyphenation 


Healing tool (PS7) 


a4 

l 

ImageReady explained 
ImageReady toolbox 
Image tone 

Indexing 

Interpolation 


Image compression 


j 
Justification 


Jitter feature 


K 


Kerning (text) 


Keyboard shortcuts 


l 


Liquifying images 
Layer masks 
Layerstyles 
Layer dragging 


Layer duplication 


pi78 


pls 
pla 
le 
pel 


Be 


p97 


p55 


p97 


plz 


ple“ 
Lethe 
eee 


n4 


_p101/165 


Layer selection 
Layer manipulation 


Light effects 


m 


Menus 

Morphing between shots 
pease ane 

Moving layers 


Multiple button 


n 


Norcies 
evigetor palette 


Naming paths 


extul 


Oo 


os 


Opacity 


Overlapping colours 


p 


pues 
Patch tool 
Pattern tool 


Painting 


p13 
242/248 


pis 


peas 


p72/250 
pl6é6 


p75 


p23/130 
p64/p70 
p66 


pl43 


Pencil shading 


Pressure sensitivity 


r 


Rust texture 
Reconstruction 


Resolution 


Ss 


Shape tools 
Scratches 

Stone texture 
Shadow detail 
Selective colour 
Swatch palettes 
Scans 

Shrinking — 


Scatter function 


t 


Tracking (text) 

Text palettes 

Text conversion 
Toolbars 
‘Transparency : 

Tree texture 
Transforming shapes 


Texture options 


plas 


pl55 


pl40 
p82 
p240 


p54 


po7 
pl4 
p95 


pl3 


p22/177 


pi4i 
86 


p57 


U 


Underexposed images 


Vv 


Vector options 


Vector masks 


WwW 


Web graphic optimisation 
Warped text 
Weave texture 


Wood texture 


p25 


pl4 


p190 


pl76/231/247 
p96 
p207 


p205 


; pl0o 


p33/34 


Subscribe to >ot! 


Computer Arts and Computer Arts Special and 


Save £71 


That’s 26 magazines for the price of only 14 
That's a whopping 46% discount 


That’s 12 issues FREE - 6 of ComputerArts AND 6 of Computer Arts Special 


uk 0870 444 8455 Overseas +44 1458 271100 
www.computerarts.co.uk/subscribe 


IMPORTANT: Please quote code: COSPBZ when ordering. Telephone lines open 24 hours a day. 


SUBSCRIPTION FORM 


L) UK (Direct Debit) £85.00 (SAVE £71) 
L £85.00 

(_} Europe (inc Eire & N America)” £110.00 

CL Rest of the world” £130.00 


YOUR DETAILS 


Subscribe to Computer Arts and it will set you 
back £54. And if you subscribe to Computer 


Email address 


PAYMENT METHODS 


Arts Special it will cost another £54. Passe choose yourmethod of peymont 1, 2, 3 or 4 


1 C Direct Debit. (uk onty) Complete the form below. Full amount will be 
deducted in advance and in one lump sum 


But\ if you subscribe to 13 issues of Computer 2. Choaue rae compartir spc Serine non 


a UK account 


Arts and 13 issues of Computer Arts Special 3. Visa C MasterCard 


4. CO Switch Issue no and valid date ___ 


here, you'll get them at the discount price of 
just £85. 


Your subscription will start with the next avallable issue 


UK readers return this coupon (no stamp required) to: 


That’s a massive saving of £71 off the joint sadder ener -vibe iaelelr aaa 
Future Publishing, Cary Court, Somerton, Somerset, TAI! 6TB, UK. 
cover price of these mags. Call our hotline and ieee bl freien enesngironn © ete 


Instruction to your Bank or Building Society to pay Direct Debits. 


guarantee you take advantage of this rate. @ Orit entation Number 
7| 6| 8 1[ 9 5 
All Computer Arts subscribers receive a 
unique limited edition copy with the cover 
image intact and uncluttered by words. 


Did you know all the details you need to 
You may photocopy this blank form and then complete it. 


complete the direct debit form are on your Pole sagen nce 
cheques? Why not fill it in TODAY! 


> 


is a ieee 


: 

— 
| 2 4 
: 


THE COMPLETE 


ADOBE 


PHOTOSHOP 


HANDBOOK 


Collected from the pages of Computer Arts Specials 
Magazine, this is the definitive Handbook for Adobe 
Photoshop users - a compendium of the best tutorials 
from a plethora of issues. 


PRAISE FROM READERS OF 
COMPUTER ARTS MAGAZINE: 


“I've been able to develop my creativity in this 


media thanks to your tips” Mark Weston 


“Keep up the good work - | look forward to your 
mag every month” Ed Maloney 


“A well produced, stimulating and helpful 
magazine” Dale Rannacher 


“You inspire me to learn and experiment” 
Dave Stephens 


“This mag helped me further my career” - 
Michelle Delancey 


“Nice to see a magazine not biased towards Mac 
or PC” Phillip Page 


“Computer Arts and Computer Arts Specials are 
rare phenomena: quality products” 
Steve Taylor 


“Thank you for providing me with such a wealth of 
knowledge and skill” 
Graham Liwerman 


ISBN 1-85870-113-9 
WN ah 
781858701134 


PRICE £12.99 NET UK 


i 


=> EVERY FEATURE REVEALED 


Discover all the new features built into Adobe Photoshop, 
including Photoshop 7! 


=> PACKED TOOLKIT CD-ROM 


Trial version of Photoshop 6, plus Dream Photo full product, 
plus over 160 plug-ins and filters 


= IDEAS AND PROJECTS 


Definitive step-by-step guides and answers from the world’s 
top Photoshop experts 


=> TUTORIALS AND TECHNIQUES 


You'll be better with Photoshop no matter your expertise 
level - that’s our Handbook guarantee! 


=> ON YOUR CD-ROM 


Auto FX Dream Photo plug-in - worth over £30 
@ Adobe Photoshop 6 trial 

Adobe Acrobat Reader 5.0 

@ Eye Candy 4000 trial 

 PhotoGIF trial 

@ ProJPEG trial 

@ 160 Cybia freeware plug-ins 

@ ...and much more! 


Published by Future Publishing Limited 

30 Monmouth Street, Bath BA1 2BW United Kingdom 
Telephone +44 (0) 1225 442244 

www. futurenet.co.uk 


Media with passion 


All content © 2002 Future Publishing Ltd 


